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ABSTRACT

An Overview of Piano Sonatas Nos. 1 and 2 by Alfred Schnittke
Nozomi Yamaguchi
Alfred Schnittke was a Russian composer who is regarded as one of the leading avantgarde composers of our time; he recently passed away in 1998. His prolific works were
eclectic in a wide variety of genres and styles. He was particularly known for polystylicism,
a coined word to describe a combination of different styles. Among such works are his
piano sonatas, which deserve study and performance since they also represent an important
contribution to the continuing genre in the twentieth-century. This document gives brief
analyses of his first two piano sonatas. After Schnittke's biography and discussions of his
major works, the text of investigation contains the introduction, either cyclic themes or
thematic similarities, analysis of each movement, and comparison of the sonatas. The
analyses consist of discussions of form, melody, harmony, rhythm, texture, range, and
special effects. The first sonata is constructed on Vladimir Feltsman’s musical
monogram and cyclic themes. The second sonata is based on themes that are related to
one another. Schnittke loosely applied the term, sonata, as did so many other composers of
this era. The sonatas lack the traditional concept of the formal structure associated with
themes in certain keys. They both exhibit a wide range of moods and characters
including climactic conclusions. This document also contains a bibliography and an
appendix of a list of his works and writings.
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CHAPTER 1. PURPOSE AND PROCEDURE

Alfred Schnittke was a Russian composer who is regarded as one of the leading avantgarde composers of our time. Schnittke’s dark, often frightening music has caused a
contemporary critic, Michael Walsh, to wonder why anybody either performs it or listens
to it.1 In the 1960s Schnittke was recognized as one of the boldest and most controversial
Russian composers. His international success came during the 1970s after some
outstanding musicians courageously championed his music, despite the political climate
of Soviet Russia at the time.2 After Shostakovich died in 1975, Schnittke became the
central focus of musical dissent in the Soviet Union.3 His international recognition grew
more and more after his music received critical acclaim. Some of his successes in the
1990s included his operatic premieres in Amsterdam, Vienna, and Hamburg.
He was particularly known for polystylicism, a word that Schnittke coined to describe a
musical trait that is characterized by the coexistence of many styles. Much of his music
written after the 1960s showed this characteristic. Schnittke’s piano sonatas are among
such works.
Schnittke was closely associated with some of today’s most prominent performing artists,
for whom he composed many concerti and solo works. The first sonata was written in 1987
and dedicated to Vladimir Feltsman who premiered the work in New York. The second
sonata was written in 1990 for the birthday of his wife, Irina Schnittke, who later introduced
the work in many European cities and Tokyo.
Schnittke’s piano sonatas deserve study and performance since they represent an important
contribution to the continuing genre in the twentieth century. The purpose of the present
document is to give brief analyses of the first two piano sonatas. The third sonata is
excluded due to the unavailability of the score in the United States at the time of the
proposal.
The following chapter includes a brief biography of Schnittke and discussions of major
works, genres, and styles. Chapter three contains background information on the first
sonata, a discussion of cyclic themes, and analysis of each movement. The analysis treats
form, melody, harmony, rhythm, texture, range, and special effects. The second sonata is
discussed in the fourth chapter in the same manner, except that it discusses thematic
similarities in lieu of cyclic themes. In the fifth chapter the two sonatas are compared.
Similarities and differences between the works are discussed such as the use of cyclicism,
1

Bannan, Jennifer. "Program Notes." p. 9. Y Music Society Program Magazine (Feb. 2, 1997), 811.

2

Contemporary Composers. p. 825. Brian Ferneyhough, Preface; Brian Morton and Pamela
Collins, eds. Chicago: St. James Press, 1992.

3

Lebrecht, Norman. The Companion to 20th-Century Music. p. 305. New York: Simon &
Schuster, 1992.

1

thematic similarities, and content including form, melody, harmony, rhythm, texture, range
and special effects. The conclusion is the final chapter, followed by a bibliography and an
appendix of a list of his major works and writings.
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CHAPTER 2. LIFE AND WORKS

I. Life
Schnittke was born on November 24, 1934, in Engels, the principal city of the German
Volga Republic, which later became part of Saratov District in the Soviet Union. He did
not have a drop of Russian blood and his heritage was half-Jewish and half-German, two
of the Soviet Union’s least favorite ethnic groups. His father was born in Frankfurt as a
German Jew of Baltic origin who later moved to the Soviet Union in 1926 and his mother
was a Volga Jew from Engels. During the Soviet occupation, the family moved to
Vienna where his father worked as a journalist and translator for a German-language
newspaper between 1946 and 1948. This was where Schnittke received his first music
instruction, piano lessons from a local teacher, Charlotte Ruber. In 1948, his family
moved to Moscow where he remained for the next several decades. By this time
Schnittke was bilingual in German and Russian. His Russian surroundings played a huge
part in the development of his music and ideas.
Schnittke studied orchestration and choral conducting from 1948 to 1953 at the October
Revolution Music Academy of Moscow. He was also instructed on instrumentation,
counterpoint, and composition at the Moscow Conservatory from 1953 to 1961. His
teachers included Nikolai Rakov, Yevgeny Golubev, and Philipp Herschkowitz, who was
Anton Webern's only living disciple in Russia. He held a teaching position for
instrumentation at the conservatory from 1961 until he became a professional freelance
composer in 1971. He also worked in the Moscow Experimental Studio of Electronic
Music.
He held a position at the Musikhochschule in Hamburg and taught as a guest teacher at
Hochschule für Musik und Darstellende Kunst in Vienna since 1980. In addition to being a
member of the Union of Composers since 1961 and Federation of Cinematographers since
1970, he was also an elected member of Akademie der Kunste in West Berlin and
Bayerische Akademie der Schonen Kunste in 1981. Among numerous awards and honors
he received the Austrian State Prize in 1991, Japan’s Imperial Prize in 1992, and the SalvaGloria-Prize in Moscow in June 1998. His compositions were recorded on more than eighty
compact disks, fifty of which were released within the past ten years and devoted
exclusively to his music.
Schnittke was writing programmatic music such as his oratorio, Nagasaki (1958), until Luigi
Nono visited Russia in 1962. Nono’s impact shifted Schnittke's interest to Western avantgarde compositional techniques. Schnittke was quickly diverted from the rather scientific
and purist approach to the abstract serial style of the West during the post-war years. With
the help of his knowledge of German, he became one of the first Russian composers to
experiment with the twelve-tone music. Schnittke, however, "abandoned the already
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crowded train" five years later.4 Influenced by Webern's interpretation of sonata form as a
contrast between fixed and loose forms and Pousseur's multistylicism, he developed a highly
individual approach whose most striking characteristic was the juxtaposition and interplay
of styles taken from across music history, namely polystylicism. He later employed this
technique to write dramatic and programmatic music again.
Schnittke had to compose most of his life under the strict Soviet regime and his unusually
experimental music at the time often resulted in controversy. Mounted police were called in
to some of his concerts to provide crowd control in the Soviet Union. In the Sixties, he
gained a reputation as an enfant terrible, with his predilection for westward-leaning
modernism. His main source of income came from writing for films and by 1984 he had
produced over sixty film scores including The Glass Accordion (1968), Yuli Karasik's
version of Chekov's The Seagull (1970), and several of Elem Klimov's movies. The visual
experimentation also helped him to develop the polystylicism of his concert music.5
Many of Schnittke's works appeared in concerts and recordings worldwide through the
efforts of Gidon Kremer and other brave and prominent performers, including Yury
Bashmet, Natalia Gutman, Gennady Rozhdestvensky, and Mstislav Rostropovich. He
maintained a close musical relationship with them and many other outstanding solo
performers, for whom he wrote a series of concerti and other solo works. Since Schnittke’s
music gained increasing exposure and international acclaim in the 1980s, his music was
performed by many of the world’s major orchestras and in all the important contemporary
music festivals worldwide as well as celebrated with retrospectives devoted to his music.
He first came to America in 1988 for the “Making Music Together” Festival in Boston and
the American premiere of Symphony No. 1 by the Boston Symphony Orchestra. He came
again in 1991 when Carnegie Hall commissioned Concerto Grosso No. 5 for the Cleveland
Orchestra as part of its Centennial Festival, and again in 1994 for the world premiere of his
Symphony No. 7 by the New York Philharmonic and the American premiere of his
Symphony No. 6 by the National Symphony.
Schnittke was seemingly influenced by Viennese and Russian composers including Mozart,
Mahler, Bruckner, Webern, Shostakovich, Stravinsky, and Prokofiev. He was also affected
by avant-garde composers such as Bartók, Boulez, Britten, Cage, Ives, Ligeti, Lutoslawski,
Messiaen, Nono, Orff, Pärt, Pousseur, and Stockhausen.6
4

Schnittke, Alfred. Piano Sonata No. 2; Piano Trio; Sonata No. 2 for Violin and Chamber
Orchestra "Quasi una Sonata". Jürgen Köchel, program notes; Stewart Spencer, trans., c1993. p.
5. New York: Sony, 1994.

5

Contemporary Composers. p. 825.

6

Biographical Dictionary of Russian/Soviet Composers. p. 488. Allan Ho and Dmitry Feofanov,
eds.-in-chief. Westport, CT: Greenwood Press, 1989.
Burde, Tamara. Zum Leben und Schaffen des Komponisten Alfred Schnittke.
Germany: Gehann-Musik-Verlag, c1993.

Kludenbach,

Dictionary of Contemporary Music. p. 657. John Vinton, ed. New York: E. P. Dutton, 1974.
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Ever since he experienced near death after a series of strokes beginning in 1985, his music
became increasingly programmatic, symbolic, and emotionally intense with a sense of
mortality, meditation, spirituality, and introspection.7 In his final years, he often claimed to
be receiving his music from a supernatural or divine source. In 1990 Schnittke immigrated
to Hamburg during the Gorbachev liberalization and kept his dual German-Russian
citizenship. His music remained very much rooted in his homeland but there was anxiety,
foreboding, and fury within it, which is Russian to the core. Despite his physical frailty and
even after being pronounced clinically dead three times, he maintained his creativity,
individuality, and productivity.8 He died suddenly, after suffering another stroke, on August
3, 1998, in Hamburg. He was sixty-three years old.
His funeral was attended by the Russian Prime Minister Sergei Kiriyenko and by leading
figures in the worlds of music, theatre, and literature. Rostropovich and Kremer
performed some of Schnittke’s compositions for the hundreds of mourners in the Great
Hall of the Moscow Conservatory where he taught. He was buried in Moscow’s famous
Novodevichy Monastery, alongside some of the country’s most revered artists, such as
Chekhov and Shostakovich.
II. Works
Alfred Schnittke was an eclectic composer who wrote in a wide variety of genres and styles.
His orchestral works included nine symphonies, six concerto grossi, four violin concerti,
two cello concerti, three pieces for piano and orchestra, a concerto for piano four hands, and
a triple concerto for violin, viola, and cello. There were four string quartets and many other
chamber works for various instrumental combinations. He also wrote many solo works for
various instruments, sixty-six film scores, ballet scores including Labyrinths and Peer Gynt,
and choral/vocal works including a requiem. His operas also included The Life with an
Idiot, Gesualdo, and Historia von D. Johann Fausten. This is a prolific output from a
composer who spent his last thirteen years partially crippled by the effects of a stroke. In
addition to composing, Schnittke left many articles as a theorist, notably about
Shostakovich, Stravinsky, and Prokofiev, among others.
Kennedy, Michael. The Oxford Dictionary of Music. p. 660. New York: Oxford University
Press, 1985.
Salzman, Eric. Twentieth-Century Music: and Introduction. p. 127. 3rd ed. Englewood Cliffs,
NJ: Prentice Hall, 1988.
Schnittke, Alfred. Piano Sonata no. 2; Piano Trio; Sonata No. 2 for Violin and Chamber orchestra
"Quasi una Sonata". p. 5.
Schwarz, Boris. Music and Musical Life in Soviet Russia, 1917-1981. p. 633. Enlarged ed.
Bloomington: Indiana University Press, 1983.
7

Contemporary Composers. p. 825.

8

G. Schirmer/AMP. “Alfred Schnittke - Biography.” Lkd. G. Schirmer, Inc. and Associated Music
Publishers,
Inc.
at
“Composers”
and
“Alfred
Schnittke.”
1998.
<http://www.schirmer.com/composers/schnittke_bio. html> (30 June 1999).
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Polystylicism was first employed in his Sonata No. 2, Quasi una Sonata, for Violin and
Piano (1968), showing virtually all the latest compositional techniques available at the time:
tonal and atonal writing, serialism with tonic pole, pointillistic textures, improvisation,
metric and non-metric rhythms, silences measured in seconds, and quotations of the B-A-CH motive and from the last movement of the Eroica symphony. After Schnittke expressed
the difficulty in finding a new concept for a work without constructive rules, he wrote the
piece, consciously subverting Beethoven's Quasi una Fantasia sonatas. In discussing the
form of one-movement structure with three overlapping sections -- Sonata, Adagio, and
Fuga -- he described this work as "a borderline case in which sonata form is called into
question: it is built up while at the same time falling apart -- it is a report on the impossibility
of the sonata in the form of a sonata. In the middle we hear the B-A-C-H (Bb-A-C-B) motif,
initially transposed, then stated more clearly, like a resolution which consists, however, in
the fact that nothing is resolved; triad and atonality persists as contrasting elements held in a
state of balance."9
The first symphony (1972) contained elements of Gregorian chant, baroque and romantic
styles, aleatory writing, jazz improvisations, visual effects such as musicians coming and
going, and parody in a funeral procession. The symphony was unfortunately banned from
Moscow, due to the underpinning quality of Mikhail Rom's morbid documentary, The
World Today.10 Gennady Rozhdestvensky conducted its premiere in Gorky in 1974 and the
second performance in London in 1980. The piece was not performed in Moscow until
1985.
The musical style of Requiem (1975) was the new oldness, seemingly influenced by Arvo
Pärt, that is modern but simplified, melodic, and possessing a triadic style.11 It was written
in the memory of his mother and its premiere took place in Budapest. He described the
piece as the turning point in his work and claimed, "It's not typical of my later work. My
Second Symphony, for instance, is more dissonant."12 The piece brought Schnittke the first
real success in the intellectual world of the U.S.S.R.13
The next important work was his Concerto Grosso No. 1 (1977). This work was also
polystylistic, showing elements such as the combination of clusters and serial passages,
the polyphonic writing in waltz and tango, and the use of fragments taken from
Tchaikovsky and Berg violin concertos. Schnittke described the baroque parody as a
play of three elements: the modern, the baroque (specifically Vivaldi), and the popular. It
9

Schnittke, Alfred. Piano Sonata No. 2; Piano Trio; Sonata No. 2 for Violin and Chamber
Orchestra "Quasi una Sonata". p. 6.

10

Lebrecht, Norman. p. 305.

11

Russian and Soviet Music: Essays for Boris Schwarz. p. 301. Malcolm Hamrick Brown, ed. Ann
Arbor: UMI Research Press, 1984.

12

Schwartz, Boris. p. 631.

13

Russian and Soviet Music: Essays for Boris Schwarz. p. 301.
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was written for two violins, amplified prepared piano, harpsichord, and twenty-one
strings, each playing a separate part. He ”introduced the first prepared piano to Russia”14
in this work. A prepared piano is “a piano whose sound is altered by devices such as
metal clips or metal bolts attached to the strings; strips of paper, rubber, felt, etc., inserted
across the strings; altered tuning on the unison strings, etc.”15 The piece consists of six
movements: a four-movement baroque concerto with cadenza and coda. The dualism of
humor and seriousness unite the piece. Popularized by Gidon Kremer, it was one of the
first works to bring Schnittke’s name and the concept of polystylicism to international
prominence.
In addition to polystylicism, he was also famed for quotations of works by other composers
and the creation and use of musical monograms as bases for his compositions. These
elements are seen in the following works: Cadenza to Beethoven's Violin Concerto (1977),
with fragments of every significant violin concerto from Bach to Berg; Symphony No. 3
(1981), developed from monograms of more than thirty German composers from Bach to
Zimmerman; String Quartet No. 3 (1983), seemingly the most recorded modern chamber
work,16 with a cadence from Orlando di Lasso's Stabat Mater, the main tune of Beethoven's
Grosse Fugue, and Shostakovich's musical signature, D-S-C-H; and Symphony No. 4
(1984), with prayer chants from several faiths. Violin Concerto No. 4 (1984), Piano Sonata
No. 1 (1987), and the Viola Concerto (1988) were based on the musical monograms of
dedicatees including Yuri Bashmet and Vladimir Feltsman. After writing Piano Quartet,
after Mahler Fragment (1988), Schnittke adapted it as part of his dual work, Concerto
Grosso No. 4 / Symphony No. 5 (1988).17
Another important element of Schnittke’s writing technique was parody. In the finale of the
Violin Concerto No. 4 (1984), commissioned for the centennial of the Berlin Philharmonic,
the soloist is supposed to mime the part because the tutti is so loud; of course the joke is lost
on the recordings. (K)ein Sommernachtstraum (1985) was a pastiche of tunes in the style of
Mozart and Schubert.18

14

Lebrecht, Norman. pp. 305-306.

15

Eyeneer
Music
Archives.
“Prepared
Piano.”
<http://www.eyeneer.com/ccm/clasdict/prepared.html> (22 December 1999).

16

Lebrecht, Norman. p. 306.

17

Lebrecht, Norman. p. 306.

18

Lebrecht, Norman. p. 306.
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CHAPTER 3. PIANO SONATA NO. 1

I. Introduction
Alfred Schnittke composed his first piano sonata in 1987 for its dedicatee, Vladimir
Feltsman, who gave the premiere in New York on May 22, 1988. The work starts with a
slow introductory movement, followed by fast, slow, and fast movements. David
Fanning interprets the movements as a depiction of brooding introspection, a wistful and
rapidly accumulating waltz, a sepulchral interlude, and a grating canonic toccata,
respectively.19 This sonata was built on Feltsman’s musical monogram, A-D-F-A-Eb, as
Schnittke often utilized the dedicatees’ musical monograms to compose his other works
such as Violin Concerto No. 4 (1984) and Viola Concerto (1988). Quotations of old
Russian church music was also developed in the first, third, and fourth movements of the
sonata.20 Schnittke wrote the following:
More than 30 years ago I made an attempt to write a piano sonata, and it was not
until 1987 that I tried again for the second time. Although there is a large output
of avant-garde piano music, it seemed impossible for me to compose in this genre.
But when one of my best friends, Vladimir Feltsman, left Moscow to live in New
York, I wrote this piece and dedicated it to him. In each of the four movements,
which are played without a break, a notational monogram is heard; everything
else is a contrasting sound world with meditation, drama, lyricism, and a
mechanical final development. This, however, founders and leads to a final crisis.
The conclusion returns to the opening use of the theme.21

II. Cyclic Themes
There are six cyclic themes in the sonata. Cyclicism refers to the technique in which
themes recur in multiple movements to unify the work. All of the cyclic themes are
introduced in the first two movements: Themes A, B, and C in the first movement and
Theme D, transition theme, and Theme E in the second movement. Theme B recurs in
the second movement, Themes A, B, and C and the transition theme in the third
movement, and Themes A, B, C, D, and E in the fourth movement. The cyclic themes
from the first movement (Themes A, B, and C) are the most significant of all since they
become major sections of the last movement. Cyclic themes will be discussed in detail in
the following sections.

19

Schnittke, Alfred. Sonatas, Piano. p. 3. David Fanning, program notes, c1991. London: Chandos
Record, 1991.
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Brennecke, Wilfried. "Neues von Alfred Schnittke." Musica 44: 2 (1990), 92.
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Schnittke, Alfred. Sonatas, Piano. p. 3.
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III. First Movement
The Lento movement functions as the introduction to the rest of the sonata. The most
significant recurring themes are stated in the movement. The first movement contains no
meter or bar line and its wide range encompasses the entire keyboard. It consists of three
sections each of which introduces a new theme, followed by a coda that briefly restates
the first section (ABCA’ form).
Theme A is a long unaccompanied chant-like melody (Example 3.1), which recurs in the
last two movements in segments or in its entirety. The theme contains increasingly
diminishing note values, which range from a breve to a sixty-fourth note. The theme is
positioned in the upper range of the keyboard. Vladimir Feltsman’s musical monogram,
A-D-F-A-Eb, is heard at the beginning of the monophony: the first six pitches omitting
the fourth pitch, G.22 According to Feltsman, Schnittke did not specify the logic of the
monogram. The melody is constructed with a series of diatonic and chromatic motives
that include steps, wide leaps, and repeated notes. The theme although not serial, which
contains all twelve pitches, is divided into five groups of pitches by four breath marks.
The fifth group includes all the pitches but A. Each group is closely associated with a
certain scale. Determined by either points of resolution or lengthened pitches, the theme
contains three pitch centers during the course of five groups; D in the first three groups,
Ab in the fourth group, and G in the last group. The theme ends on the pitch, Ab, which
is resolved up a half step onto the pitch, A, of the pedal point in the following theme.
The dynamic markings are graduated, ranging from pp to fff. The entire theme is to be
played with the damper pedal held down.
Theme B consists of five phrases in three subsections; the outer phrases constitute the
first and third subsections and the three phrases in the middle constitute the second
subsection. Each subsection is built on Motive b1, b2, or b3, respectively (Example 3.2).
A pedal point on A1 that repeats in breves, except for the last three dotted whole notes,
begins and ends this section and accompanies the entire theme. The pedal point may be
considered as the point of resolution for the previous theme that ends on the pitch, Ab.
Motives b1 and b3 consist of a series of five and three clusters that are outlined as F4-E4F4-Eb4-D4 and Bb4-Ab4-Eb4 in the highest voice, respectively. The middle subsection is
built on Motive b2, which consists of a set of seven pitch-classes in various registers,
ranging between 4-4 and 6-0 (Table 3.1). The entire theme is atonal. Each motive
contains rhythm based on the repetitions of the same note value: triple dotted whole notes
in Motive b1, half notes in Motive b2, and breves in Motive b3. The first two subsections
are polyrhythmic since the melody and pedal tone contain different rhythmic patterns.
The dynamics are again graduated, ranging from pp to mf. Motive b1 recurs in the
second and fourth movements (Examples 3.8 and 3.23) and Motive b2 in the last three
movements (Examples 3.7, 3.9, 3.11, and 3.24). Motive b3 does not appear to be cyclic.

22

Feltsman, Vladimir. Telephone Interview. June 26, 1997.
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Example 3.1: Theme A (First Movement, First Sonata)
Theme A

10

Example 3.2: Theme B, Motives b1, b2, and b3 (First Movement, First Sonata)
Motive b1

Motive b2

Motive b3

11

Table 3.1: Registers and Pitch-Classes of Motive b2, Pitch-Class Set [0, 1, 2, 3, 5,
6, 8] (First Movement)
Set
1
2
3
*

*Register and Pitch-Class in Ordered Set
4-9
5-2
5-3
5-0
4-11 4-5
4-9
5-2
5-3
5-0
4-11 5-5
5-9
5-2
5-3
6-0
5-11 5-5

4-4
5-4
5-4

The first number indicates the register and the second number the pitchclass (Middle C = 4-0).

Theme C might be taken from old Russian church music.23 This is mostly a homophonic
chorale-like theme that includes occasional suspensions. It contains two parallel periods
of three phrases in a series of diatonic chords in root position (Table 3.2, Example 3.3).
Although the number of voices in the theme ranges between four and seven, it mostly
consists of five voices. This creates some doublings of notes. The first two phrases of
each period contain mostly harmonic progressions in major keys but also contain
borrowed chords from the parallel minor keys. The phrases of the second period are
transposed from the first period either down a minor third or up a minor third. The third
phrase of each period contains a chromatic progression of diatonic chords, which creates
occasional wide leaps. The third phrase of the first period consists of ten chords, as
opposed to nine chords in the second period. There appears to be no pitch center
established in the third phrases and no particular interior key scheme between the phrases
or periods.

Table 3.2: Harmonic Progressions of Theme C (First Movement)
Period
1

2

23

Phrase
1
2
3
1
2
3

Key
BbM
CM
N/A
GM
EbM
N/A

Harmonic Progressions
vi-IV-V7-I
I-iii-i
ebm-DM-fm-GM-bbm-GbM-am-BM-f#m-G#M
vi-iv-V7-I
I-iii-i
bm-BbM-EbM-DbM-FbM-gm-bbm-AM-cm

Brennecke, Wilfried. p. 92.
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Example 3.3: Theme C / Theme A, Coda (First Movement, First Sonata)
Theme C

Theme A, Coda

13

Although the section contains no time signature, it can be interpreted as 2/2 time. In each
period, the first two phrases are constructed with a combination of quarter notes and half
notes and the third phrase with a combination of half notes and whole notes. Each phrase
ends with a longer note such as a dotted whole note or a breve. The dynamic indications
range from ppp to mp; each period contains a dynamic peak during the last phrase.
Theme C recurs in the last two movements (Examples 3.13 and 3.20).
Theme C is followed by a coda, which contains a brief restatement of Theme A. It
consists of five groups of notes, again divided by breath marks (Example 3.3). They are
derived from the beginning of Theme A; the first two groups remain the same, the third
group omits the pitch, Eb, the fourth group ends on the pitch, D, after the grace notes, and
the fifth group simply consists of a single pitch, Eb, which is the omitted pitch of the
third group.

IV. Second Movement
This Allegretto movement is created in a structure resembling the classical sonataallegro, which consists of an exposition (mm. 1-131) with two contrasting themes
(Themes D and E), a development (mm. 132-220), and a recapitulation of themes from
the exposition and development (mm. 221-263). Despite the absence of tonality normally
associated with themes, Schnittke transposes some of the second theme a fourth higher in
the recapitulation. He seems to follow the traditional classical treatment that the second
theme introduced in the dominant during the exposition is presented in the tonic in the
recapitulation. The classical form is also enhanced by the extensive use of canons for a
culminating effect in the development and recapitulation.
The melody often includes wide skips and contains notes of both diatonic and chromatic
scales. It is largely constructed with a series of motives of inconsistent lengths, which
create frequent syncopation. Some of the passages contain all twelve pitches, which are
not organized in a serial fashion.
Although the movement does not contain traditional harmonic progressions, it generally
seems to be written in the pitch center of D, which appears at important structural points
such as the beginning of the exposition and the beginning and ending of the
recapitulation. Theme D, however, strongly suggests a polytonal orientation. The
melody consists of a combination of diatonic and chromatic pitches that loosely outline
certain diatonic harmonies and the accompaniment consists of diatonic and chromatic
harmonies that are different from those in the melody (Table 3.3). Theme E through the
development generally contains such dissonant harmonies as seconds and fourths. The
recapitulation presents chromatic themes in canons, which create harsh dissonant
harmonies such as seconds, fourths, fifths, and sevenths. There are some occasional
clusters.
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Table 3.3: Polytonal Harmonies in the Beginning of Theme D (Second
Movement)
Measure
Melody
Accompaniment

1
DM
DM

2
FM
BM4+

3-4
EbM
d#m

5
DM
AbM

6
FM
BM4+

7-8
EbM
DM

6/4

The movement resembles a waltz in a polymeter; it is mostly presented in 3/4 time and
occasionally in 2/4. The rhythm is generally built on combinations of quarter notes and
eighth notes and occasionally on dotted quarter notes, which give the illusion of 6/8 time
rather than 3/4. The texture is normally thin while in melody and accompaniment but
becomes thicker when contrapuntal and canonic writing prevails. Canons are extensively
implemented in the development and recapitulation. The range of the movement is
mostly in the middle of the keyboard but it occasionally expands to a wide range that
covers the entire keyboard. Some of the pedal markings are indicated for unusually long
duration. There are many indications of graduated dynamics in the movement between
pp and fff.
The exposition (mm. 1-131) consists of Theme D, a transition, Theme E, and a closing
theme. Themes D and E are long, contrasting themes of the movement, loosely based on
Theme A. Both themes somewhat resemble each other.
Theme D consists of a series of rhythmic motives (mm. 1-33). The first three motives
capture the identifying element of Theme D. Passages based on Theme D appear later in
the movement. Although they are derived from these three motives, their pitches,
intervals between the pitches, and melodic contour do not necessarily recur in the original
manner. The first motive consists of two quarter notes and two eighth notes: A5-F#5-A5B5 (Motive d1). The second motive contains the same rhythm with different pitches: C6F5-C6-B5 (Motive d2). The third motive is simply comprised of four eighth notes: Bb5G5-Bb5-G5 (Motive d3).
The theme is composed of two parallel periods, each of which consists of four fourmeasure phrases. The first period contains two contrasting groups of two resembling
phrases; it is polymetric with two meters of 3/4 and 2/4 alternating (Example 3.4). The
second period, entirely in 3/4 time, also consists of four phrases; the first three phrases
are derived from Motives 1, 2, and 3 and the fourth phrase is in a cadential formula
including a passage and its transposed inversion in a syncopated canon. The relatively
thin texture of the theme is in either melody and chordal accompaniment or counterpoint
of melody and countermelody. Both parts of the second period are more rhythmically
active.
The transition (mm. 33-80) introduces a theme that consists of lyrical passages (mm. 3360) and passages based on the opening motives of Theme D (mm. 61-80). The melody is
presented in one or two voices. The first half is written mostly in two independent parts
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(Example 3.5). They are both chromatic voices with wide skips, which have neither
particular pattern in their melodic or rhythmic construction nor resemblance with each
other. The melody contains seven lyrical phrases of inconsistent lengths. Each phrase is
built on a series of pitches that are half steps apart or in a combination of half steps and
whole steps (Table 3.4). This was already seen in the fifth group of pitches in the first
section of the first movement. The countermelody is rhythmically more active and
includes a pedal tone, G1; each note lasts for three measures and is repeated four times.
Intervals between the voices are mostly dissonant, which makes the counterpoint sound
harsh.
The second half of the transition is mostly written in three to four voices; the melody is
derived from the three motives of Theme D and the accompaniment is built on the
reversed rhythm of Motives d1 and d2: two eighth notes and two quarter notes. There are
also some clusters. The end of the transition descends in a single line, which becomes a
chromatic descent in octaves.
Theme E (mm. 81-115) is the second theme of the movement, which seems to be derived
from Motive d1 (Example 3.6). The theme consists of two parallel periods in which the
first period is comprised of two groups of two similar phrases and the second period of
three phrases lacking the last phrase of the second group. The phrases are inconsistent in
length: 4-3-4-6-4-6-8 measures each. Each of the first two phrases begins with a quarter
rest, followed by two quarter notes, two eighth notes, and five quarter notes. The first
three notes of each phrase appear to be originated from Motive d1 with its meter
displaced for a beat. The third phrase consists of two quarter notes, a half note, and seven
quarter notes after a quarter rest. The fourth phrase omits the rest and contains three
quarter notes, a half note, four quarter notes, six eighth notes, and a dotted half note.
Each phrase of the second period is either prolonged with an extension or altered at the
end. The accompaniment in the first period is sparsely chordal and often includes
clusters. In the second period it becomes active countermelody in a wide range, which
contains occasional harmonies. It has almost no resemblance to the melody and contains
active rhythm that is mostly constructed with quarter notes, eighth notes, and sixteenth
notes. The accompaniment ends with a descent in a gradual rhythmic ritardando.

Table 3.4: Pitches Utilized in Phrases (First Movement, Transition)
Phrase
1
2
3
4
5

Measure
33-36
37-40
40-44
45-46
46-52

6
7

53-56
56-60

Pitches (Not in Order of Appearances)
A-B-C-D-E-F#
G#-A-A#
D-Eb-E-F-F#-G-G#-A
A-Bb-C-Db (First Two Voices Combined)
C-Db-D-D#/Eb-E-F-F#-G-Ab-A-Bb (First Voice)
G#-A-A#/Bb-B-B#/C-C# (Second Voice)
F-G-G#-A
G#-A-Bb-B-C-C#-D-Eb-E-F
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Example 3.4: Theme D, First Two phrases, mm. 1-8 (Second Movement, First Sonata)
Theme D

6

Example 3.5: Transition Theme, First Three Phrases, mm. 33-44 (Second Movement,
First Sonata)
Transition Theme

29

35

17

41

Example 3.6: Theme E, First Two Phrases, mm. 81-87 (Second Movement, First Sonata)
Theme E

77

83

18

The closing theme consists of free writing in a polymeter of 3/4 and 2/4 (mm. 116-131).
The melody contains a phrase that is based on the third phrase of Theme E and a free
gradual descent in rhythm that is built on combinations of eighth notes, quarter notes, and
triplet quarter notes. This is in simple texture with either chordal or contrapuntal
accompaniment, which starts in the high range and ends in the low register.
The development (mm. 132-220) is mostly built on transposed and non-transposed
phrases of the exposition’s transition as if Schnittke modulates through different keys. It
also contains material based on Motives b1 and b2 and Themes D and E. Phrases of
inconsistent lengths are written mostly in the meter of 3/4. This section begins with three
rotated sets of Motive b2 (mm. 132-142) that range within two octaves; each set starts
with the third pitch-class of the motive, Eb, and ends on the pitch-class, D (Example 3.7).
The ending pitch-class and the bass note, D, which is held over with the sustain pedal
from the previous measure, suggest the same pitch center as in the beginning of the
exposition (Table 3.5). It later includes material in polymeter of 3/4 and 2/4, which is
derived from motives of Theme D (mm. 158-165), and a transposed quotation of Motive
b1 in diminution (mm. 166-168, Example 3.8). The development ends with a false
recapitulation of Theme E in pitches similar to the original set presented in a two-part
canon with chordal accompaniment, which includes some inversions in the canon’s
second voice (mm. 207-220). This later leads to the real recapitulation in a four-part
canon.

Table 3.5: Registers and Pitch-Classes of Motive b2, Pitch-Class Set [0, 1, 2, 3, 5,
6, 8] (Second Movement, Development)
Set
1
2
3

Measure
132-135
135-138
138-142

*Register and Pitch-Class in Ordered Set
5-3
5-0
4-11 5-5
5-4
4-9
5-3
5-0
5-11 5-5
5-4
5-9
5-3
6-0
5-11 5-5
5-4
5-9

5-2
5-2
6-2

*See Table 3.1

The texture is relatively thin and varies from melody and chordal accompaniment to
imitative or invertible counterpoint in two to four voices. The melody is at times
imbedded in thick chordal harmonies or clusters. The rhythm is built on sparse dotted
half notes and perpetual eighth notes and quarter notes. Harmonies and intervals seen in
the harmonies are mostly dissonant but virtually all the intervals within an octave from
minor second to major seventh constitute the harmonies of the accompaniment in six
measures (mm. 151-157). Many clusters are seen particularly in the accompaniment
throughout this section. The development is presented in a wide range, which covers the
entire keyboard.
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The recapitulation (mm. 221-263) consists of four-part canons, which include mostly
strict imitations in eleven phrases that are taken from the first periods of Themes D and E
and Motive b2. This section omits the transition and the closing theme. Each entry of
phrases occurs in the descending order from the first to the fourth voice and each voice
enters a beat later, except for the voices of third and fourth phrases of Theme D that enter
half a beat later. Only the opening phrase of each theme retains the original set of pitches
and later phrases are transposed. Intervals between the voices vary on each entry but are
prevalently minor ninths and tritones. Motive b2 (Example 3.9), which enters in the first
voice, is strictly imitated in the lower voices down an octave each time (mm. 250-260).
The same rotated sets of the motive are taken from the development with some pitchclasses in different registers (Table 3.6). The movement ends with a cluster.

Table 3.6: Registers and Pitch-Classes of Motive b2, Pitch-Class Set [0, 1, 2, 3, 5,
6, 8] (Second Movement, Recapitulation, First Voice)
Set
1
2
3

Measure
250-253
253-256
256-260

*Register and Pitch-Class in Ordered Set
6-3
6-0
5-11 6-5
6-4
5-9
6-3
6-0
5-11 5-5
5-4
5-9
5-3
5-0
4-11 4-5
4-4
3-9

*See Table 3.1
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6-2
5-2
3-2

Example 3.7: Theme B, Motive b2, mm. 132-142 (Second Movement, First Sonata)
Motive b2

128

134

140

Example 3.8: Theme B, Motive b1, Canon, mm. 166-168 (Second Movement, First
Sonata)
Motive b1

162

168
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Example 3.9: Theme B, Motive b2, Canon, mm. 250-260 (Second Movement, First
Sonata)
Motive b2

247

252

258

Example 3.10: Theme A, Fragment, Bass, mm. 8-9 (Third Movement, First Sonata)

6

Theme A
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V. Third Movement
The Lento movement consists of a fantasy and a chorale-like section, followed by a coda.
The fantasy is loosely based on Theme A but also contains phrases based on Motive b2.
In the second section a transposed melodic quotation of Theme C recurs in its entirety
with different harmonization (Table 3.7) and the coda simply consists of a gradually
ascending chordal accelerando. The melody is generally taken from diatonic and
chromatic scales and is comprised of steps and wide leaps. Some phrases consist of all
twelve pitches. Most of the harmonies are chromatic and dissonant; they are often
comprised of seconds, fourths, fifths, and sevenths. There are also a few written clusters.
The fantasy seems to be written atonally except for a hint of tonality in D at the
beginning. The chorale-like section consists of two parallel periods of three phrases. The
third phrase of each period is the only phrase that does not seem to establish a pitch
center.

Table 3.7: Harmonic Progressions of Theme C (Third Movement)
Period
1

Phrase
1
2
3

Measure
59-62
63-65
66-73

2

1
2
3

74-77
78-80
81-89

Key
DM
EM
N/A

Harmonic Progressions
vi-IV-V7-I
I-iii-i
gm-F#M-am-Bm-dm-bbm-dbm-EbMbbm-CM
BM vi-iv-V7-I
gm i-III-i
N/A d#m-DM-GM-fm-AbM-bm-dm-DbMem

The rhythm is derived from combinations of duplets and triplets, which are mostly
written in a regular meter of 4/4 with occasional irregular meters of 5/4 and 3/2. It is
generally constructed with increasingly smaller note values in the fantasy and longer note
values in the chorale-like section such as quarter notes, half notes, whole notes or longer
notes. The texture of the fantasy is thin and sparse at the beginning and becomes thicker
towards the end of the section. It is predominantly in free counterpoint ranging from two
to four voices. The chorale-like section is polarized in two to five voices. The general
range of the movement is wide, exploring the both ends of the keyboard. There are some
long pedal markings indicated again in this movement. The use of graduated dynamic
levels in the softer range such as p, pp, ppp, pppp is particularly noteworthy.
The fantasy section (mm. 1-58) does not seem to contain any thematic pattern but
includes phrases and motives loosely derived from Theme A. A quotation from Theme A
is also seen in the bass (mm. 8-9, Example 3.10). The rhythm becomes increasingly
more active and contrapuntal voices in a free manner weave in and out throughout the
section.
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It also includes three phrases based on the same rotated set of Motive b2 and its
transposed inversions (Example 3.11). The set was taken from the first one that appeared
in the second movement’s development. The first set is presented by itself (mm. 40-41),
the second set with a transposed inversion at a minor second higher (mm. 42-43), and the
third set with two transposed inversions, one a perfect fourth higher and the other a
tritone lower (mm. 44-45). They are followed by two-part canons with phrases loosely
derived from Theme A (mm. 46-49) and a quotation of the transition’s third phrase from
the second movement’s exposition in the first voice with its rhythm altered (mm. 50-52,
Example 3.12). These phrases are accompanied by free, independent, and perpetual
countermelody and a slower moving bass line.
The next section (mm. 59-89) includes a full quotation of theme C (Table 3.7, Example
3.13) with each phrase transposed at a variety of intervals. The chorale-like theme is to
be played with dynamics ranging from pppp to mp. This leads to a coda (mm. 90-107)
where the gradually ascending notes are presented in increasing volume from ppp to ff. It
contains simple repetitions of whole notes, which are followed by a rhythmic accelerando
from triplet quarter notes to thirty-second tremolos.
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Example 3.11: Theme B, Motive b2, mm. 40-45 (Third Movement, First Sonata)
Motive b2

37

41

Example 3.12: Transition Theme, mm. 50-52 (Third Movement, First Sonata)

46

Transition Theme

51
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Example 3.13: Theme C, First Period, mm. 59-73 (Third Movement, First Sonata)
Theme C

55

60

66

72
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VI. Fourth Movement
The Allegro movement is structured in a modified ternary form that is built on themes of
the first movement. It consists of a rondo, an interlude, and a postlude; the first section
resembles the classical rondo in which Theme A alternates with other themes, the second
section shows an elaboration of Theme C with added figurations in the more complex
texture, and the third section recapitulates Theme A that is accompanied by Motive b2 as
the countermelody (ACA form).
The melody is built on a combination of diatonic and chromatic scales and contains steps
and wide leaps. There are some passages that include twelve-tone writing, although it
does not seem to follow the serial technique. The general harmonic context of the
movement is atonal. Theme A recurs in the rondo with the same pitch centers as in the
first movement, which are obscured by other dissonant voices in the canons. The
interlude is also tonally ambiguous, due to the added elaboration. The long pedal point
on D1 in the postlude appears to indicate the tonal center of the movement and the sonata.
The rondo is polymetric with frequently changing time signatures, which include 2/4, 3/4,
4/4, 5/4, 5/8, 6/8, and 7/8. The rest of the movement is written in a regular meter of 4/4.
The rhythm is mostly derived from combinations of duplets, triplets, and quintuplets.
The movement is mostly polyrhythmic, although there are some occasional
homorhythmic passages.
The texture varies from three-part canonic writing in the rondo to polyphonic writing in
the interlude to contrapuntal writing in the postlude. The first canon of the rondo is
presented in a free imitative style, which becomes more liberated in each recurrence of
the canonic theme throughout the rondo. Later canons contain parts that consist of
multiple voices. The movement encompasses the full range of the keyboard and contains
many graduated dynamic indications throughout, ranging between pp and fff.
Largely based on Theme A, the first section is comprised of seven subsections that are
demarcated by a rest, a crescendo, or a rhythmic accelerando followed by a breath mark.
It also consists of a structure that resembles the classical rondo form (A-transition-Adevelopment-A). The final statement of Theme A is comprised of the last three
subsections.
The first subsection is a free canon in three parts (mm. 1-30). Theme A recurs in the first
voice almost in its entirety where the note values are diminished at inconsistent ratios
(Example 3.14). The theme in the first voice is freely imitated as a series of fragments;
each fragment enters first in the second voice and then in the third voice after an
inconsistent duration of rest each time. The imitation is real, transposed, inverted at
inconsistent intervals, or tonal without the same melodic intervals of the first voice. All
the voices have little melodic resemblance with one another due to the fragmentation of
imitations. The theme climaxes at the end of the rhythmic accelerando (m. 19), which is
followed by a rhythmic ritardando in the tail of the subsection ending with a whole rest in
3/4 time.
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The second subsection is a transition between the preceding and following subsections.
Contrasting to the first subsection, it is comprised of counterpoint, which ranges between
the both ends of the keyboard and consists of perpetual figurations in triplets and
accompanying figurations that are sparse at first and later perpetual (mm. 31-42). This
subsection, portraying improvisatory writing and lacking sequential scheme, proceeds to
the next subsection without interruption.
The third subsection (mm. 43-53) is also built on fragments of Theme A (mm. 1-8, and
17-19, first voice) but is much shorter than the first subsection and lasting only for eleven
measures (Example 3.15). None of the parts in the canon contains the original pitches of
the theme and each part consists of single or double notes. It ends in a rhythmic
accelerando followed by a breath mark.
The fourth subsection (mm. 54-68, Example 3.16) is a development based on two
fragments of Theme A (mm. 5-6 and 16, first voice). It begins with a combination of two
thematic fragments, followed by figurations based on the combination. It ends with a
series of figurations in a single voice including all twelve tones, which lead to the next
subsection.
The next three subsections are based on three sets of fragments taken from Theme A and
separated by rhythmic accelerandos and following breath marks (Table 3.8). The fifth
subsection (mm. 69-85) is based on the first set (mm. 1-4) where the canon is presented
in a much freer manner and its parts are not clearly delineated (Example 3.17). It seems
to consist of three parts at first, then a single part with added elaboration, and finally two
parts. Each part contains a single to multiple notes or clusters. The sixth subsection
(mm. 86-91) is built on the second set (mm. 5-10) and comprised of a two-part canon
(Example 3.18). The fourth fragment of the set (mm. 5-6) at the beginning of the first
part consists of two to six voices and shows the transposition and inversion in the outer
voices of the chords. The second part does not follow the strict imitation technique. The
seventh subsection (mm. 92-105, Example 3.19) is in one to three parts and based on the
rest of the thematic fragments (mm. 11-19). Each part mostly contains rhythmic
figurations of triplets and duplets and they do not constitute a canon any longer. This
subsection ends in a rhythmic accelerando with a written rallentando, which leads to the
next chorale-like section.
The second section is built on Theme C and Motive b1 (mm. 106-147). The harmonic
progressions of the chorale-like theme are essentially the same as in the first movement
but some minor alterations can be found (Table 3.9). The texture is thicker due to mostly
two voices of triplet and duplet figurations added to the chords and between the phases
(Example 3.20). Figurations based on the initial motives of Theme D (Example 3.21)
and on the first phrase of Theme E (Example 3.22) appear in a three-part canon between
the last two phrases of the first period (m. 112) and in a four-part canon between the two
periods of the chorale-like theme (m. 121), respectively. The last chord of Theme C, d
minor, elides with the tail of this section.
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Example 3.14: Theme A, First Two Pitch Groups, mm. 1-9 (Fourth Movement, First
Sonata)
Theme A

6

Example 3.15: Theme A, Fragment, mm. 43-50 (Fourth Movement, First Sonata)
Theme A

41

45

50
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Example 3.16: Theme A, Fragment, mm. 54-57 (Fourth Movement, First Sonata)
Theme A

54

Example 3.17: Theme A, Fragment, mm. 69-72 (Fourth Movement, First Sonata)
Theme A

67

72

Example 3.18: Theme A, Fragment, mm. 86-89 (Fourth Movement, First Sonata)
Theme A

86

30

Example 3.19: Theme A, Fragment, mm. 92-94 (Fourth Movement, First Sonata)
Theme A

90

94

Example 3.20: Theme C, First Two Phrases, mm. 106-111 (Fourth Movement, First
Sonata)
Theme C

105

109
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Table 3.8: Fragments of Theme A in the First Voice (Fourth Movement)
Set
Fragment
Measure

1
1
1

Set
Fragment
Measure

7
9

2
2

3
3-4

2
4
5-6

8
10

3
9
11-13

10
14

5
7

6
8

11
15-16

12
17-19

Table 3.9: Harmonic Progressions of Theme C (Fourth Movement)
Period
1

Phrase
1
2
3

Measure
106-108
110-111
114-120

2

1
2
3

122-124
126-127
129-137

Key
CM
DM
N/A

Harmonic Progressions
vi-IV-V7-I
I-iii-I
fm-EM-gm-AM-cm-AbM-bm-DbMg#m-BbM
AM vi-iv-V9-I
Fm I-III-I
N/A c#m-CM-FM-EbM-GbM-am-cmCbM-dm

The tail is built on a pair of pitches, F4 and Eb5, which are the third and fourth pitches of
Motive b1 (mm. 136-147, Example 3.23). The two pitches are presented in three pairs of
d minor chord and a chromatic chord, which are resolved on the postlude’s pedal tone,
D1. This tail also includes a pair of contrapuntal figurations after each chord, which
contain ascending duplets in the first part and descending triplets in the second part in
either crescendo or decrescendo. It ends with a rallentando and a fermata over a bar-line.
The final section consists of two-part counterpoint and a pedal point (mm. 148-174). The
melody is based on Theme A and the countermelody on Motive b2. Some pitches and
note values of the theme are slightly altered from the ones in the first movement. Three
phrases based on Motive b2 that appeared in the first movement are exactly quoted in the
countermelody except for the very last pitch, which is transposed an octave higher
(Example 3.24). The low pedal point, D1, is repeated for each phrase in the second voice
every nineteen beats. After the countermelody ends, the rest of the melody simply
contains the motive taken from Theme A, B6-C7-C#7-Eb7-D7 (mm. 155-157) with its
pitches transposed a Major sixth higher and its note values changed. It is accompanied
solely by the pedal point, repeated every measure. The pedal point of the first movement
was originally appeared on A0, which returns to D1. This shows the pitch center as D in
the entire sonata. The movement ends with a large cluster spanning three octaves.
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Example 3.21: Theme D, First Phrase, Canon, m. 112 (Fourth Movement, First Sonata)
Theme D

112

Example 3.22: Theme E, First Phrase, Canon, m. 121 (Fourth Movement, First Sonata)
Theme E

119

Example 3.23: Theme B, Motive b1, Fragment, mm. 136-139 (Fourth Movement, First
Sonata)

Motive b1

133

137
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Example 3.24: Theme A, Fragment / Theme B, Motive b2, mm. 148-161 (Fourth
Movement, First Sonata)
Theme A

145

Motive b2

150

156
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CHAPTER 4. PIANO SONATA NO. 2

I. Introduction
Alfred Schnittke's Piano Sonata No. 2 was written in 1990 for the birthday of his wife, Irina.
She introduced the piece during a two-year period in Lübeck, Hamburg, Bad Kissingen,
Munich, Amsterdam, London, Moscow, and Tokyo. The sonata is a three-movement work,
constructed with themes that are related. The first movement is in a form similar to the
classical sonata-allegro. The second movement is a brief intermezzo. The third movement
is an invention with chorale-like sections. Schnittke said,
Here, too, the attempt to breathe a new life into sonata form confronted me with a
problem. Also, I'm no pianist and have played the piano only rarely or as an
accompanist, so that I lack a well-developed relationship to the keyboard. Little by
little, however, I stopped thinking in terms of keys, passage-work and pedals and
concentrated instead on the actual content of what I was writing. It then seemed
totally uninteresting whether it was new or old, insuperably difficult or whether it
had already existed a thousand times before. What was important was simply that it
struck me as essential.24

II. Thematic Similarities
Most of the themes in the sonata appear to be related to one another. The themes in question
are Themes F and G of the first movement (mm. 1-8, mm.16-28, respectively), Theme H of
the second movement (mm. 11-31), and Themes K, N, and P of the third movement (mm. 16, mm. 20-28, mm. 39-50, respectively). Each of the themes is built on its own subject:
Themes F, G, H, K, N, and P on Subjects f, g, h, k, n, and p, respectively (first movement,
m. 1, first voice; first movement, mm. 16-18, first voice, first three slurs; second movement,
mm. 11-13, first voice of the upper triadic harmonies; third movement, m. 1, first voice;
third movement, m. 20, first voice; and third movement, mm. 39-40, first voice,
respectively). There are two groups of subjects that resemble one another within each
group: Subjects f, g, k, and n and Subjects h and p. This suggests that these themes are
related to one another. The following examples will demonstrate the rhythmic similarity
between Themes F and G, F and K, K and N, and H and P.
Themes of the first movement are constructed with a series of rhythmic motives, which do
not necessarily retain the same melody or contour when they recur. Among the six rhythmic
motives that are seen in the first movement, the first five motives are introduced in Theme F
(Table 4.1). Subjects are created by different combinations of such motives or ones that are
slightly altered. Subject f is constructed with Motives 1 and 2 and Subject g with Motives 6,
2, and 3. Since Motive 6 is an augmentation of Motive 4 or a slight alteration of Motive 1
and also Subject g contains Motive 3 of Theme F, it indicates that Theme G is related to
24.
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Theme F (Examples 4.1 and 4.2).

Table 4.1: Rhythmic Motives (First Movement)
Motive
1
2
3
4
5
6

Measure
1
1
4
7
7
16-17

Note Values
1 dotted quarter note + 1 eighth note
4 eighth notes
3 eighth notes
1 quarter note + 1 eighth note (altered from Motive 1)
3 eighth notes (last 2 notes in unison)
1 half note + 1 quarter note

Subjects f (first movement, m. 1) and k (third movement, m. 1) both begin with a longer
note, which is followed by a series of shorter notes. Subject f consists of a dotted quarter
note and eighth notes and Subject k of a dotted eighth note and sixteenth notes, indicating
that the ratio of note values between the subjects is two to one. This shows that Subject k is
similar to Subject f thus Theme K is related to Theme F (Example 4.3).
Themes K and N (third movement, m. 1 and m. 20, respectively) are contrasting themes of
the third movement, which are built on Subjects k and n, respectively. The resemblance
between the subjects is evident since both subjects contain similar melodic contours and
rhythmic ideas that a longer note is followed by sixteenth notes. This indicates that Theme
N is related to Theme K (Example 4.4).
Subject h (second movement, mm. 11-13) is in the first voice of either consonant or
chromatic three-part harmonies. Subject p (third movement, mm. 39-40) is a parallel duet in
enharmonic major tenths. The beginning of each subject consists of a quarter note, a dotted
quarter note, and an eighth note, showing the resemblance of the subjects. This indicates
that Theme P is related to Theme H (Examples 4.5 and 4.6).
The above four instances show the rhythmic resemblance of the subjects. Although they
show little melodic resemblance, all the themes are constructed with the frequent use of half
steps, whole steps, and tritones in a variety of combinations. The form and content of each
movement will be discussed in the following sections.
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Example 4.1: Theme F, Subject f in Canon, mm. 1-3 (First Movement, Second Sonata)
Theme F
(Subject f ------------)

Example 4.2: Theme G, First Phrase, mm. 16-18 (First Movement, Second Sonata)
Theme G
(Subject g -------------------------------

14

---)

18

Example 4.3: Theme K, Subject k and Countersubject k in Canon and Answer, mm. 1-2
(Third Movement, Second Sonata)
Theme K
(Subject k ----------------------------------------)

(Countersubject k -----------------------------)
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Example 4.4: Theme N, Subject n and Countersubject n, m. 20 (Third Movement, Second
Sonata)
Theme N
(Subject n ------------------

19

(Countersubject n ----------------------------------------------------)

20

--------------------------------------------------)

Example 4.5: Theme H, Subject h, mm. 11-13 (Second Movement, Second Sonata)
Theme H
(Subject h ----------------------------------------------------)

8

Example 4.6: Theme P, Subject p, mm. 39-40 (Third Movement, Second Sonata)
Theme P
(Subject p ----------------------------)

39

38

III. First Movement
The structure of the Moderato movement resembles the classical sonata form with two
contrasting themes (Themes F and G). It consists of an exposition (mm. 1-37), a
development (mm. 38-75), a recapitulation (mm. 75-109), and a coda (mm. 110-117).
Theme F (mm. 1-8) appears to be diatonic and tonal and Theme G (mm.16-28) to be
chromatic and atonal. The beginning of the second theme (mm. 75-81) is transposed a fifth
higher in the recapitulation, which is a similar treatment to an occasional sonata-allegro key
scheme of resolving sub-dominant back to tonic. An entry of false recapitulation (mm. 6771) is also seen, common in sonatas of Haydn and some early ones of Beethoven. The
treatment of the recapitulation is more enhanced from the classical form to achieve a
culminating effect by restating the themes in canons and clusters and presenting them twice
in the reversed order (Themes G, F, G, and F). The coda also contains the original melodic
duet as a restatement of Theme F, which gives a real sense of resolution.
The melody is predominantly chromatic and frequently constructed with all twelve pitches,
especially in some of the transition passages and in the development. They are not,
however, organized in a serial fashion. Most of the melody consists of a series of short
motives in various lengths, which create frequent syncopation. The melody generally
contains steps and wide leaps.
Although the movement does not include traditional harmonic progressions, Bb seems to be
the pitch center of the movement. The pitch frequently appears as important notes in the
beginning of the exposition, the beginning of the false recapitulation, the beginning of the
second appearance of Theme F during the recapitulation, and the beginning and ending of
the coda. The chords are mostly chromatic and constructed with seconds, fourths, fifths, and
sevenths. Clusters appear at some of the climactic places such as ends of themes or sections
and are employed extensively at the end of the recapitulation.
The basic rhythm is mostly based on combinations of duplets and triplets in a regular meter
of 4/4. The texture is generally in imitative counterpoint that contains two to four voices.
Other textures include monophony and accompanied melody. Canons are implemented in
the exposition’s closing theme and extensively in the recapitulation. Those canons contain
parts that gradually increase in the number of voices. The movement is written in a wide
range, which covers the entire keyboard. There are many indications of terraced dynamics
between phrases, ranging between pp and ff.
The exposition consists of Theme F, a transition, Theme G, and a closing theme. Themes F
and G are built on Subjects f and g, which are constructed with Motives 1 and 2 and Motives
6 (an augmentation of Motive 4), 2, and 3, respectively (Table 4.1). This section is
presented rather quietly with dynamics mostly ranging between pp and mf. The only
indication of f is at the end of Theme G.
Theme F is constructed with three to five voices where the melodic voices contain Subject f,
and its imitations and the accompanimental voices consist of free counterpoint or dissonant
harmonies such as seconds and ninths. The subject is comprised of Motives 1 and 2 (Table

39

4.1) and its imitations begin a half step lower each time. The theme consists of two parallel
phrases of different lengths: the first phrase in five measures and the second in three. The
first phrase contains a two-part canon where Subject f enters in the first voice and the
answer a measure later in the second voice. The canon is simply followed by free
counterpoint. The second phrase includes two imitations of the subject, appearing in the
first voice one after another. Each imitation is much altered from the subject, either in
intervals or rhythm. The leaps in voices are much wider in the second phrase. The theme
begins with a pitch, Bb, in three voices, which appears to be the pitch center of the piece.
The first two measures suggest a tonal implication of Bb and D, which are followed
immediately by atonal harmonies. The melody is mostly constructed with notes taken from
the diatonic scale. The rhythm is basically built on various lengths of motives that are made
of combinations of eighth notes and quarter notes, which create frequent syncopation.
The transition (mm. 9-16) consists of Subject f and the first five motives of Theme F in the
melody, which includes both steps and wide skips. It alternates between thick and thin
texture and contains two to six voices. The texture is less contrapuntal and mostly melody
and chordal accompaniment, which consists of dissonant intervals such as tritones, sevenths,
and ninths. In addition to the similar rhythmic patterns of the first theme, it introduces twopart counterpoint consisting of chromatic melody in sixteenth notes and countermelody in
eighth notes. Clusters are seen here for the first time in this sonata.
Theme G (mm. 16-28), which begins in the middle of the measure after a breath mark,
consists of a period of two parallel phrases in different lengths: the first phrase in six and a
half measures and the second phrase in five and a half measures. Each phrase contains a
sequence of Subject g. The subject is made of Motives 6, 1, and 2 (Table 4.2) and each
sequence consists of two statements of the subject and its variation. The melody is highly
chromatic and each motive is constructed with half steps. The texture is mostly in melody
and accompaniment where the subject is accompanied by sustained arpeggios that contain
fourths, sevenths, and ninths. It is occasionally presented in counterpoint with other melodic
voices. The rhythm is mostly built on combinations of quarter notes and eighth notes, which
create slower- and faster-moving motives that alternate with each other. Due to the motives’
different lengths, the theme creates frequent syncopation: Motives 6 and 1 in two beats each
and Motive 2 in a beat and a half. The theme ends with a cluster.
The closing theme (mm. 28-37) contains some perpetual sixteenth notes in a series of short
motives of inconsistent lengths, each ranging from three to six notes. The motives at the
beginning constitute a single voice that includes wide leaps. The motives become more
chromatic when accompanied later by countermelody. The rhythm of the second voice is
mostly built on combinations of eighth notes, dotted eighth notes, and quarter notes. The
countermelody also contains chromatic notes in wide leaps. The range of the theme
encompasses high and low registers of the keyboard.
The development is constructed with themes that are taken from the exposition. It opens
with a free canon in three parts, which are constructed with Motives 1, 2, and 5 of Theme F
(mm. 38-42). The canon appears in the high to mid range, which spans over three octaves.
This is followed by a single chromatic figuration descending to the low register.
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The first phrase of Theme G appears next in an inversion that is transposed an octave lower
(mm. 43-48). The real inversion takes place only in the first two parts of the phrase that
contains Subject g and the tonal inversion appears in the third part that includes the subject’s
variation. This is accompanied by a sustained dissonant arpeggio in five notes spanning two
octaves.
The following three phrases (mm. 49-52) are derived from the first four motives of Theme F
(Table 4.1). The first phrase is constructed with Motives 1, 2, and 3, the second phrase with
Motives 4, 2, and 3, and the third phrase with Motives 2 and 3, followed by a half note.
These phrases are accompanied by countermelody in wide leaps, which is mostly built on
dotted eighth notes.
The development continues with two periods that are derived from Motive 5 of Theme F.
The first period consists of three phrases (mm. 53-58). The first phrase begins with two
motives based on Motive 5 in two-part harmonies either in minor ninths or major sevenths.
The motives are followed by chromatic figurations in two voices through the second phrase
and in a single voice during the third phrase. The first two phrases are built on the rhythm
that is mostly constructed with sixteenth notes and eighth notes. Perpetual sixteenth notes
constitute the third phrase, which resembles the closing theme of the exposition due to the
use of chromatic pitches in wide leaps. The countermelody is comprised mostly of eighth
notes in the first phrase (m. 55) and of perpetual sixteenth notes in the second (mm. 55-56).
Each phrase of the countermelody enters in a delayed fashion in relation to the melody.
The second period is further extended than the first and comprised of two phrases (mm. 5875). The first phrase is built on the triplet rhythm taken from Motive 5 and presented mostly
in two voices. It is a gradual ascent from the low register with pp to the high tessatura
ending with f. The end of the phrase introduces some sixteenth notes (m. 62), which
anticipate the figurations in the next phrase. The countermelody is mostly constructed with
quarter notes and eighth notes that are written in an arch shape, starting in the middle
register ascending to the higher tessatura and descending to dissonant harmonies and a
cluster in the low register. The second phrase consists of figurations that are not
thematically derived from the exposition. They are written in the middle to high register
and built on duplets and triplets in steps and wide skips. This is accompanied by a free
canon in two voices, with its lower voice continuing as single countermelody containing
wide leaps. It is also in an arch shape, which descends from the middle to low range and
ascends back to the middle range.
This is followed by what seems to be a false recapitulation of Theme F (mm. 67-71). It may
be false since it contains only the first four pitches of the exposition: Bb4-C5-D5-C#5. This is
actually derived from the exposition’s second phrase of Theme F. Its resemblance is due to
lack of the canon that appeared in the first phrase and also a leap between the second and
third eighth notes in Motive 2. It consists of three phrases and each of the first two phrases
includes Subject f. The first phrase continues after the subject with a descending figuration
in triplets that is derived from Motive 5. The subject in the second phrase enters a perfect
eleventh lower and proceeds with a descending figuration in sixteenth notes. These phrases
are both accompanied by a sustained descending arpeggio, dissonant harmonies, or clusters.
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The third phrase contains figurations in two voices that are constructed with triplets and
sixteenth notes, which are accompanied by either a cluster or dissonant harmonies in the low
register.
Starting after a breath mark, the real recapitulation consists of the exposition’s contrasting
themes, which are reversed in the order, presented two times each, and alternating with each
other (G-F-G-F). The first restatement of Theme G (mm. 75-81) contains only one period
of three phrases, as opposed to two periods in the exposition, which are presented in a threepart canon. The first phrase of the first voice that consists of three motives is transposed
exactly a perfect fifth higher than its original appearance as if the theme returns in the tonic.
The motives in the rest of the theme in all the voices are transposed, inverted, or freely
imitated.
Starting after another breath mark, the first restatement of Theme F contains only a single
phrase, which is derived from the original two-part canon of Subject f (mm. 82-86). Most of
the pitches are transposed a half step higher and the canon is followed by a free passage of
chromatic pitches in wide leaps or step-wise diatonic notes. Theme F is accompanied by
sustained arpeggios and a scale figuration. Even though the melody is diatonic, the
harmonies are constructed with chromatically adjacent notes such as A-Bb-Cb (m. 82).
The transition (mm. 87-90) begins after the second breath mark and is much shortened in the
recapitulation. It consists of figurations in two voices, which include Subject f, duplets and
triplets, clusters, and an ascending sweep of perpetual sixteenth notes. The transition is
followed by the second restatement of Theme G without a breath mark.
The second restatement of Theme G (mm. 90-96) contains six voices in a complex structure.
It consists of three-part canons with each part containing a pair of Subject g and
accompanying countermelody in five quarter notes and a dotted quarter note. The canon
appears three times as a sequence of Subject g with a tail, unlike in the exposition. The first
two canons’ imitating parts begin a beat later each time. It seems that in the second canon
imitations of the subject are not clearly delineated and include incomplete countermelody.
The subject and its imitations are clearly seen with incomplete countermelody. Each
imitation enters only a beat later this time. The motives in the subject are again transposed,
inverted, or freely imitated.
The second restatement of Theme F (mm. 97-109), again starting without a breath mark, is
constructed with the theme’s first phrase. The theme appears three times and each
appearance begins with Subject f in a two-part canon. Each part contains multiple notes and
its number either increases or decreases in a gradual process, ranging from a single note to a
five-note harmony or cluster. The highest pitches of the subject outline the subject’s
original melodic contour.
The first canon contains an exact restatement of the subject and answer in the original set of
pitches. The rest of the theme in altered pitches is presented in a four-part canon with
entries in a descending order that each of the following parts starts half a beat later at a
minor ninth lower. The second canon consists of the transposed subject a whole step higher
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and its incomplete answer. The canon is followed by arpeggiated figurations in triplets and
duplets. The theme’s third appearance resembles a stretto where a two-part canon is
presented two times one after another and the second part starts a beat later. Each canon
consists of the subject that is tonally transposed and the answer that is freely imitated. The
second canon of the stretto mostly contains five-note harmonies. The stretto is followed by
harmonies in four to five notes or clusters in triplets that appear in the first part and similar
harmonies or clusters in duplets that appear in the second part. The recapitulation ends with
a single cluster spanning more than two octaves.
The recapitulation is followed by a short coda, which contains a restatement of Theme F. It
is constructed with the theme’s first phrase in a canon with the same set of pitches that
appear an octave higher than the beginning of the movement. This is accompanied by
sparse harmonies gradually descending to Bb0. Reemphasizing the pitch seems to be further
evidence of the pitch center as Bb. This is the most exact restatement of Theme F in the
entire movement.

IV. Second Movement
The Lento movement is reminiscent of the composer’s ballet score, Peer Gynt.25 It is a brief
intermezzo, which only lasts for eighty-one measures. The formal structure seems to be in
an introduction and a ternary form, which contain chorale-like sections in ambiguous phrase
structures. The melody is predominantly chromatic and comprised of steps and wide skips.
The rhythm is built mostly on duplets with occasional triplets, both of which are written in a
regular meter of 3/4. Harmonies range from traditional triads to chromatic chords
constructed with seconds, fourths, fifths, or sevenths. Clusters are often employed at the end
of Subject h or ends of phrases. The writing style is mostly atonal and occasionally
polytonal. It contains textural variety, which includes melody and accompaniment, chordal,
contrapuntal, and canonic. The chorale sections are usually presented in a homorhythmic or
occasionally canonic manner. The range is wide, literally covering the entire keyboard.
There are many graduated dynamic indications between ppp and ff and occasional terrace
effects.
The introduction (mm. 1-10) contains two melodic fragments that become the bases of the
movement’s contrasting themes; Theme H is derived from the beginning of the introduction
(mm. 1-6) and Theme J from the end where two pitches alternate between C6 and B5 (mm.
6-10). The beginning consists of single melody or two-part counterpoint largely based on
duplets, which is accompanied by chromatic harmonies. The end consists of single melody
mostly in triplets or quarter notes, which is accompanied by a single cluster.
The introduction is followed by a breath mark and the first section of the ternary form,
which states Theme H (mm. 11-31). It begins with Subject h (mm. 11-13), which is derived
from the opening of the introduction (mm. 1-4) and is the basis of Theme H. The subject is
a chorale-like fragment, consisting of two identical triadic parts two octaves apart. The first
25.
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voice contains the primary melody, which is constructed only with half steps (B-A#-B-C-BBb). The harmonies (mm. 11-13) consist of two traditional triads (em, repeated two more
times later, and EbM, enharmonically spelled), a chromatic chord (F-F#-C), and a cluster
(G#-A-Bb). Its distinct rhythm constitutes the subject (a quarter note, a dotted quarter note,
an eighth note, two dotted quarter notes, and a dotted half note). The subject recurs once
more later in the section (mm. 22-24). It appears that the subject’s appearances are
preceded and followed by breath marks as if they are static insertions. Such appearances
alternate with two episode-like passages, which are built on inconsistent note values.
The first episode (mm. 14-21) starts with an answer of the subject, which retains the same
rhythm and texture but not the same harmonies, steps, or melodic contour. The answer is
followed by free two-part counterpoint, which contains steps and wide skips mostly in
duplets. It ends with a passage in the first part with the same rhythm of the subject and with
a passage in the second part with similar rhythm of the subject. The counterpoint is
accompanied by a single triad (bm).
This is followed by a recurrence of the subject, which is an exact transposition of the
original a tritone higher (mm. 22-24). The second episode contains a rhythmically
inconsistent recitative that is simply accompanied by a single chromatic two-part harmony
(mm. 25-27). It begins and ends with repeated notes and includes wide leaps in the middle.
This proceeds to another passage in the first part that contains the same rhythm of the
subject at the beginning and end and a free passage inserted in the middle for two measures
(mm. 28-31). The second part begins half a beat later as if it were part of a canon and
consists of two-part harmonies or clusters.
Theme H is followed by Theme J (mm. 32-64). It is derived from the end of the
introduction and further extended than the first section (mm. 6-10). Rhapsodic opening
passages contain free two-part counterpoint, which is constructed with two duple pitches
alternating in the first part and immediately repeated at different pitches. They are followed
by repeated triplet notes in a single voice and chromatic figurations that include wide leaps
spanning five octaves. These are either accompanied by a single bass line or chromatic
harmonies consisting of two to three notes.
This section also includes a false return of Theme H, which presents Subject h two times
one after another (mm. 49-54). Even though the subject retains the same rhythm and the
first part contains some of the same pitches from the original subject, the polytonal
appearances and changed contour and steps of the subject determine the false entry of the
theme. On the other hand, these entries resemble the answer that appeared in the first
section (mm. 14-16). The first entry is a tonal inversion of the answer that is transposed a
major second higher in the first part and a major sixth higher in the second part. The second
entry mostly consists of the same parts in the first entry with its parts exchanged vertically
and transposed in different registers.
The false return of Theme H is followed by passages mostly in ascending arpeggios of
duplets and triplets, which are accompanied by chromatic harmonies consisting of two to
five notes each. The beginning of Theme J recurs in the accompaniment where alternations

44

of two tritone harmonies in triplets chromatically descend to a single cluster in a rhythmic
ritardando (mm. 59-64). This is followed by the restatement of Theme H.
Theme H returns in the third section (mm. 65-81) where Subject h recurs in a three-part
canon as opposed to the doubling of the same subject an octave lower in the first section.
Each part consists of two-part harmonies in perfect fifths instead of three-part as previously
seen except for the final harmony that consists of two perfect fourths stacked up. Each of
the imitation parts in the canon starts a beat later at a major ninth lower each time. None of
the parts contains the original set of pitches and all of them are transpositions. The subject is
immediately followed by an answer, which is similarly constructed in a three-part canon
except that each part consists of chromatic three-part harmonies that are made of seconds,
fourths, and fifths. The answer here is differentiated from the subject in the step between
the third and fourth pitch; it descends down a whole step rather than ascending up a half
step. None of the answers that appeared three times throughout the movement is identical.
This indicates that Schnittke might have tried to avoid the predictable resolution.
The subject’s entries are followed by free two-part counterpoint in the full range of the
keyboard (mm. 71-81). It includes a passage, mostly in duple time, that is shaped as an
arch, which ascends to the high tessatura and descends to the low register. It contains two
pitches that alternate in triplets (Bb4 and A4), which is derived from Theme J. The second
voice simply constitutes free countermelody, which contains many wide leaps and two to
three-part harmonies or clusters.

V. Third Movement
The formal structure of the Allegro moderato movement resembles the classical rondo. It
consists of ten sections with alternating themes (Themes K and M), contrasting themes
(Themes N and P), and a cadenza (K-M-K-N-M-K-P-K-Cadenza-P). The rondo is
constructed with an invention and an interlude, followed by a cadenza and a postlude; the
invention is built on Themes K, M, and N and the interlude and postlude on Theme P. The
end of the interlude contains a brief quotation of Theme K. The melody is generally
chromatic and includes many wide skips. The invention’s rhythm is mostly built on
combinations of sixteenth notes, eighth notes, and dotted eighth notes in irregular groupings
and the rhythm of the chorale-like section is built on combinations of eighth notes, quarter
notes, dotted quarter notes, half notes, and dotted half notes. Although the movement
contains no time signature, the invention is clearly written in irregular meters and the
chorale-like section in 3/4 meter. The canonic writing is dominant in the invention but the
free contrapuntal style is also utilized. The invention contains two parts in which each part
is constructed with single notes, clusters, and harmonies that are built on seconds, thirds,
fourths, and fifths. Clusters are extensively employed towards the end of the invention.
Each of the invention’s three themes is built on a pair of melody and countermelody.
Theme P consists of a chorale-like section in four voices, which contains a duet mostly in
enharmonic intervals to major or minor tenths and another duet in perfect fourths with the
same pitches repeating (Eb4 and Ab4). The invention is generally atonal and seemingly
tonal melodic lines together do not establish any pitch center. The chorale-like section
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includes some tonal harmonies, which do not establish a particular pitch center. The final
chord is built on Bb0, which appears to be the only implication for the pitch center of the
entire movement. The movement is written in the full range of the keyboard. There are
some graduated dynamic markings, which are more generally indicated than in other
movements.
Theme K (mm. 1-6) is the first alternating theme of the rondo and is related to Theme F of
the first movement. A two-part canon constitutes most of the theme, which is built on a pair
of Subject k in the first part and Countersubject k in the second part (Table 4.2). The subject
consists of a dotted eighth note and eleven sixteenth notes; the last three sixteenth notes are
in unison. The countersubject, which appears in the second voice half a beat later, is an
imitation of the subject, transposed a major seventh lower without the eighth sixteenth note
(m. 1). The pair is immediately answered tonally, starting with a minor second higher (m.
2). The rest of the theme contains free counterpoint that includes imitations with occasional
clusters and a descending figuration in a single voice ending with a cluster (mm. 3-6).

Table 4.2: Subjects and Countersubjects (Third Movement)
Subject k

Countersubject k (starting
half a beat later)
Subject m

Countersubject m
(simultaneous)
Subject n
Countersubject n
(simultaneous)

Subject p

Motive k1 (1 dotted eighth note + 3 sixteenth
notes) + Motive k2 (4 sixteenth notes) + Motive k3
(4 sixteenth notes, last 3 notes in unison) + 1 eighth
rest
1 dotted eighth note + 10 sixteenth notes (last 3
notes in unison) +1 sixteenth rest
Motive m1 {(2 sixteenth notes + 1 sixteenth rest) x
2} x 2 + 1 eighth rest + Motive m2 (4 sixteenth
notes)
Motive m3 (3 eighth notes in a descending
arpeggio) x 2 + 1 dotted quarter cluster
1 double dotted quarter note + 7 sixteenth notes + 4
dotted eighth notes
7 sixteenth notes + 1 quarter note + 1 dotted eighth
note + 2 sixteenth notes + 1 eighth note + 2
sixteenth notes + 1 sixteenth rest + 5 sixteenth
notes
1 quarter note + 1 dotted quarter note + 1 eighth
note + 1 quarter note + 1 half note

Theme M is the second alternating theme (mm. 7-16), which is largely built on a pair of
Subject m and Countersubject m (m. 7). The subject consists of Motive m1 two times, an
eighth rest, and Motive m2 and the countersubject consists of Motive m3 two times and a
dotted quarter cluster (Table 4.2). The beginning of the theme states the pair of subject and
countersubject, which is immediately answered in the following measure (mm. 7-8). The
answer exactly restates the first pair of motives (Motives m1 and m3), which are followed
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by imitated motives (Motives m1 and m2), a transposed motive (Motive m3), and a
transposed cluster. The answer is proceeded by passages in two voices (mm. 9-14) that
include a free canon, counterpoint, a figuration derived from Theme K (m. 11), and
arpeggios (mm. 12-3) taken from Theme J of the second movement (mm. 57-8). Two pairs
of subject and countersubject reappear at the end of the theme in a freely imitated fashion
(mm. 15-16).
Next appears a brief recurrence of Theme K, which contains Subject k and Countersubject k
in three increasingly extended pairs of canons (mm. 17-19). The countersubject is only seen
in its inversions. The first pair consists of a tonal imitation of the subject and an imitation of
the countersubject in which the melodic contour and rhythm are altered. The second pair
consists of another tonal imitation of the subject, where Motive k3 is repeated once more at
the end a major ninth higher, and another rhythmically altered imitation of the
countersubject, which contains two arpeggios resembling Countersubject m. The third pair
consists of an imitation of the subject that is extended with seventeen extra sixteenth notes,
and an imitation of the countersubject with five eighth notes and an eighth rest inserted in
the middle. Each part of the third pair contains two-part harmonies and clusters. Two parts
end homorhythmically in five sixteenth clusters.
Theme N is the contrasting theme of the rondo that contains two or more contrapuntal
voices mostly in extended measures (mm. 20-28). Derived from Theme K, the theme
consists of two halves connected by a bridge. The theme is written in an arch shape, first
ascending to the high tessatura then descending to the low register in the end. The first half
is constructed with a long pair of Subject n and Countersubject n (mm. 20-22, Table 4.2).
The resemblance between Subjects n and k is evident since both subjects contain similar
melodic contours and rhythmic ideas. Subject k starts with a dotted eighth note and Subject
n with a quarter note tied to a dotted eighth note. They are both followed by sixteenth notes.
The pair is immediately imitated two times (mm. 21-22). The first imitation is an answer
that consists of a tonal inversion of the subject, starting a major third higher (A5), and a tonal
imitation of the countersubject, transposed a tritone lower. The second imitation starts a
perfect twelfth higher than the subject (C7) and contains a tonal imitation of the subject and
a free imitation of the countersubject, followed by free rhythmic counterpoint. A bridge in a
two-part canon is derived from the end of Theme K (m. 5) and constructed with clusters in
each part, each cluster spanning a tritone (m. 23).
The second half consists of Subject n in four three-part canons and fragments of
Countersubject n (mm. 24-27). The canons start a tritone higher (B6), a major second lower
(Eb5), a minor twenty-first lower (G2), and a minor fourteenth lower (F#3) than the original
subject, respectively. Imitations in each canon start half a beat later at a certain interval
lower: a major seventh, a minor ninth, a minor second, and a perfect fourth, respectively.
The second and third canons are built on the subject’s inversions and the third and fourth
canons are greatly shortened. The theme ends with another bridge in three two-part canons
(m. 28); each part consists of ascending arpeggios that are derived from Theme M (m. 12).
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Theme M recurs briefly in four extended measures (mm. 29-32). Subject m and
Countersubject m appear first in two pairs of imitations with extensive tails (mm. 29-30).
They are followed by an extensive transition (mm. 31-32), which is built on the subject,
arpeggios from the second section (m. 12), and a passage derived from Theme N (m. 22).
The imitations resemble the answer from the first section, where Motives m1 and m3 were
transposed when repeated. The tail of the first pair consists of a three-part canon, which is
built on Motive m3 with imitating parts starting a beat later each time. The tail of the
second pair contains three ascending three-part canons, in which each imitating part starts
half a beat later. The last canon is incomplete.
The second recurrence of Theme K contains imitations of Subject k in six canons (mm. 3338). The canons are variable in length and some include extended tails. Parts of each canon
consist of free imitations and inversions in either an extended or shortened manner. Each of
the first two canons contains two parts, with each part consisting of two-part harmonies or
clusters. The higher pitch of the first harmony in the second part starts fourth of a beat
earlier than the lower pitch, which creates a simulated effect of a three-part canon. A free
transitional passage is inserted between the first two canons. Each of the last four canons is
accompanied by a single bass note in the low register and constructed with three parts where
each part constitutes a single line. Endings of the third and fourth canons include repetitions
of Motive k3. The motive is vertically polarized in the first two parts of the third canon.
The last two canons, which appear one after another, are abruptly interrupted before
completion. They are followed by counterpoint derived from the end of the second canon.
Theme P constitutes the interlude, which is inserted in the middle of the invention (mm. 3950). It is the sonata’s second chorale-like theme, which is transformed from Theme H of the
second movement. The interlude is mostly built on Subject p (Table 4.2) and its free
imitations. The section also includes a transition to Theme K (mm. 51-59). Each imitation
begins in the same rhythm of the subject, which is followed by different rhythm: a quarter
note, a dotted quarter note, an eighth note, and a tail. The chorale-like theme is not indicated
with any time signature but clearly understood as in 3/4 time. The theme contains a parallel
duet, mostly in intervals enharmonic to either major or minor tenths, which first appears in
soprano and bass (mm. 39-44), then in alto and bass (45-46), and finally in tenor and bass
(mm. 47-51). Another duet appears in other voices, which consist of the same pitches that
are repeated for twelve measures in perfect fourths (Eb4 and Ab4).
The transition (mm. 51-59) in two parts connects the chorale-like theme and the final
recurrence of Theme K. The two-part harmonies that were repeated in soprano and alto at
the end of the chorale-like theme become in the first five measures of 3/4 time a parallel
duet of dotted quarter notes in perfect fourths in the first part (mm. 51-55). The second part
is simply a continuation of the parallel duet that appeared in tenor and bass at the end of the
chorale-like theme. It is comprised of ascending quarter notes in minor tenths, except for
the last harmony in a perfect fourth. This is followed by free two-part counterpoint in a
rhythmic accelerando during the next four measures of inconsistent lengths. The first part
becomes a single voice, which includes a brief quotation of Subject k in augmentation (mm.
56-59).
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The next section contains Theme K’s final recurrence in five free two-part canons (mm. 6066). The first two canons consist of parts in single voices (mm. 60-61) and the last three
canons consist of parts in clusters (mm. 63-64). Each canon is extended with one or two
additions of Motive k3. Each imitation in the second part is preceded by an introduction
mostly in four thirty-second notes. Motive k2 in the third and fifth canons consists of only
three sixteenth notes. The ending of the fifth canon is constructed with repetitions of Motive
m1 of Subject m, which are accompanied by ascending clusters (m. 65). This section ends
with two wide clusters, which are followed by a cadenza (m. 66).
The cadenza consists of two sections: the performer’s improvisation, which ends on writtenin cluster and trills that are to be held for seven seconds, and a composed cadenza in two
parts with each part consisting of clusters, two-part harmonies, or single melody (mm. 7277). The parts in the composed section move in contrary motion at first and later in parallel
motion. It also begins and ends with the identical rhythm in both parts. Two wide clusters
in each part are followed by figurations in a rhythmic ritardando from sixteenth notes to
quarter notes.
A postlude is comprised of the recurrence of Theme P in an abbreviated manner (mm. 7894). The end of this section is decelerated by a rhythmic ritardando. The four-part choralelike theme contains two duets from the interlude: one with the same repeated pitches of Eb4
and Ab4 in soprano and alto and the same parallel duet in tenor and bass major or minor
tenths apart. Subject p is restated with its ending rhythm augmented. The second half of the
second imitation is restated a major second higher after omitting the first half. This is
immediately repeated in augmentation. The movement ends with two chromatic harmonies
(pp and ppp) voiced at both ends of the keyboard (Bb0-F1 and B6-E7).
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CHAPTER 5. COMPARISON OF PIANO SONATAS NOS. 1 AND 2

I. Generalization
The studies of both sonatas lead to similar and dissimilar findings. The first sonata is
built on a musical monogram and cyclicism, while the second sonata is constructed with
themes that are related to one another.
Schnittke often built his works upon the dedicatees’ musical monograms. Such
compositions include Violin Concerto No. 4 (1984) and Viola Concerto (1988). He
applied this technique in the first sonata but not in the second. He immediately states
Vladimir Feltsman’s monogram (A-D-F-A-Eb) at the beginning of the composition. The
first sonata is a cyclic work in which six themes recur in later movements. Themes A, B,
and C are introduced in the first movement and Theme D, Transition Theme, and Theme
E are stated in the second movement. Theme B recurs in the second movement, Themes
A, B, and C in the third movement, and all six themes in the fourth movement.
The second sonata is built upon themes that are related to one another. Subjects f, g, and k
of Themes F, G, and K, respectively, are closely-related and Subjects h and p of Themes H
and P, respectively, resemble each other. While these subjects sustain some obvious
rhythmic resemblance, they show little melodic resemblance among the subjects. They are
constructed with similar intervallic combinations of half steps, whole steps, and tritones.
The first sonata consists of four attacca movements; slow and fast movements alternate.
The opening movement functions as the introduction to the remaining movements in
which all the significant recurring themes appear. The last three movements are similarly
structured to the second sonata, which contains traditional fast, slow, and fast
movements.

II. Second Movement of First Sonata and First Movement of Second Sonata
The second movement of the first sonata and the first movement of the second sonata are
both structured in forms resembling the classical sonata-allegro. Each of them consists of
an exposition, a development, and a recapitulation. Themes D and E are free and
extensive contrasting themes of the former movement and Themes F and G are concise
and efficient themes of the latter movement. The former movement introduces additional
themes in the transition and development, which also recur in the recapitulation in
addition to the contrasting themes. The latter movement includes a coda, which is
omitted in the former movement.
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Both movements lack tonality normally associated with themes in the classical sonataallegro form. Schnittke ingeniously transposes themes in the recapitulation as if the
second theme is presented in the tonic in the recapitulation; the second themes are
transposed a fourth higher in the second movement of the first sonata and a fifth higher in
the first movement of the second sonata. The canons are generously applied throughout
both movements and particularly in the recapitulation. Extensive use of clusters and an
entry of false recapitulation are seen in the latter movement. The themes of the latter
movement are stated two times in reversed order in the recapitulation.
Both movements contain melody that is either diatonic or chromatic, often in wide leaps.
The melody is largely constructed with a series of short motives of inconsistent lengths,
which create frequent syncopation. Some of the passages contain all twelve pitches,
which are not organized in a serial fashion. The first themes are more diatonic and tonal
and the second themes are more chromatic and atonal in both movements.
Although both movements do not contain traditional harmonic progressions, they seem to
be written around certain pitch centers: D in the second movement of the first sonata and
Bb in the first movement of the second sonata. Theme D of the former movement is also
polytonal. Harmonies are generally chromatic and constructed with such dissonant
intervals as seconds, fourths, fifths, and sevenths. Clusters appear at some of the
climactic places in the latter movement such as ends of themes or sections and
extensively at the end of the recapitulation.
The second movement of the first sonata resembles a waltz in a polymeter of 3/4 and 2/4.
The rhythm is generally built on combinations of eighth notes, quarter notes, and dotted
quarter notes, which give the illusion of 6/8 time rather than 3/4. The first movement of
the second sonata contains basic rhythm based on combinations of duplets and triplets in
a regular meter of 4/4.
The second movement of the first sonata generally contains thin texture in melody and
accompaniment, while the first movement of the second sonata is in two to four-part
counterpoint. The texture of the former movement occasionally becomes thicker when
contrapuntal and canonic writing prevails in the development and recapitulation. The
texture of the latter movement also ranges between monophony, melody and
accompaniment, and canon. Canons are implemented in the exposition’s closing theme
and extensively in the recapitulation. The range seems to be wider in the latter
movement, while the former movement is written mostly in the middle range. Some of
the pedal markings in the former movement are indicated for unusually long duration.
Both movements contain a wide dynamic range.

III. Lento Movements of Both Sonatas
The third movement of the first sonata contains a fantasy, a chorale-like section, and a
coda, which are built on themes of the first movement. The second movement of the
second sonata is a brief intermezzo in an introduction and a ternary form, which
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introduces new themes including a chorale-like theme. The melody appears to be more
chromatic in the latter movement but they are both comprised of steps and wide leaps.
Some of the phrases in the former movement consist of all twelve pitches.
Harmonies tend to be more chromatic and dissonant in the third movement of the first
sonata but both movements contain harmonies often comprised of seconds, fourths, fifths,
and sevenths. The fantasy seems to be written atonally except for a hint of pitch center in
D at the beginning. The first two phrases of each period are tonal in the chorale-like
section. The writing style in the second movement of the second sonata is atonal and
polytonal. Clusters appear more often in the latter movement. The rhythm of the former
movement is derived from combinations of duplets and triplets in a regular meter of 4/4
and irregular meters of 5/4 and 3/2. The fantasy contains note values that range
considerably. The rhythm of the latter movement is built on duplets and triplets in a
regular meter of 3/4.
The fantasy is in thin to thick texture, predominantly in free counterpoint ranging from
two to four voices. The chorale-like theme in the slow movement of the first sonata is in
two to five voices. The slow movement of the second sonata contains a variety in texture
including melody and accompaniment, chordal, contrapuntal, and canonic. The choralelike sections of the latter movement are either homorhythmic or canonic. Both
movements are in a wide range. There are some long pedal markings indicated in the
former movement. The dynamics are generally softer in the former movement.

IV. Final Movements of Both Sonatas
The final movement of each sonata contains a rondo, an interlude, and a postlude. The
last movement of the first sonata is structured in a ternary form that consists of a rondo,
an interlude, and a postlude. Each section is built on themes of the first movement. The
formal structure of the last movement of the second sonata resembles the classical rondo
that is constructed with an invention, an interlude, a cadenza, and a postlude. The themes
of this movement are related to themes of the preceding movements. The melody in the
final movement of the first sonata appears to be more diatonic and contains steps and
skips, while the melody in the final movement of the second sonata is generally
chromatic and in wide leaps. Some passages of the former movement include twelvetone writing, although it does not follow serialism.
The last movement of the first sonata is generally atonal. The rondo restates Theme A in
the same pitch centers as in the first movement, which are obscured by other dissonant
voices in the canons. The interlude is also tonally ambiguous, due to the added
elaboration. The long pedal point of the postlude indicates the pitch center of the sonata.
The invention in the last movement of the second sonata contains two parts where each
part is constructed with single notes, clusters, and harmonies that are built on seconds,
thirds, fourths, and fifths. Clusters are extensively employed towards the end. The
invention is generally atonal since, although seemingly tonal, melodic lines together
establish no pitch center. The chorale-like theme of the latter movement includes some
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tonal harmonies but establishes no pitch center, either. The final chord indicates the pitch
center of the sonata.
The rondo in the final movement of the first sonata is polymetric in 2/4, 3/4, 4/4, 5/4, 5/8,
6/8, and 7/8 and the rest of the movement is in 4/4. Although the final movement of the
second sonata contains no time signature, the invention can be seen in irregular meters
and the chorale-like theme in 3/4. The rhythm of the former movement is built on
combinations of duplets, triplets, and quintuplets. The rhythm of the invention is built on
combinations of sixteenth notes, eighth notes, and dotted eighth notes in irregular
groupings and the rhythm of the chorale-like theme on combinations of eighth notes,
quarter notes, dotted quarter notes, half notes, and dotted half notes. The former
movement is more polyrhythmic than the latter, which also contains homorhythmic
passages.
The final movement of the first sonata contains a variety of textures including three-part
canonic writing in the rondo, polyphonic in the interlude, and contrapuntal in the
postlude. The canons of the rondo are generally in a free imitative style. Later canons
contain parts that consist of multiple voices. The invention in the final movement of the
second sonata is either in canonic or free contrapuntal style. The invention is built on
pairs of melody and countermelody. The chorale-like theme of the latter movement is
simply chordal in four voices. Both movements are written in the full range of the
keyboard. The former movement contains more graduated dynamics than the latter.
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CHAPTER 6. CONCLUSION

Alfred Schnittke was one of the true musical geniuses in recent years. Being a prolific
composer, he has left us a tremendous amount of music and much of it is programmatic,
symbolic, and emotional. Schnittke’s polystylicism was indeed a masterful collage of
different styles that otherwise do not become juxtaposed. His works were composed with
different elements derived from music in the vast period of centuries. Yet he invented his
own language of manipulating serialism and chromaticism:
Twentieth-century composers have followed a variety of paths in their sonatas.
Some, such as the American Samuel Barber, have written large virtuoso pieces in
the 19th-century tradition. Some, such as the Russian-born Igor Stravinsky, have
returned to the classic principles of restraint and formal clarity. Others, such as
the American innovator Charles Ives, have used the term ‘sonata’ perhaps to
recall to the listener’s mind the great traditions of the past, but the format and
character of their music have tended to be highly individualistic. The meaning of
the term sonata is thus slowly returning to its original somewhat ambiguous
definition as an instrumental piece that has been composed in the absence of
predetermined characteristics.26
Schnittke applied the term, sonata, rather loosely as did so many other composers of this era.
Then he ingeniously incorporated so many ingredients into these two different sonatas.
They lack the traditional concept of the formal structure associated with themes in certain
keys. These works are not terribly pianistic since he was not an accomplished pianist.
However, they exhibit a wide range of moods and characters including climactic
conclusions. Although Schnittke is generally well known as an orchestral composer,
these sonatas show masterful writing and deserve more performance and study.

26

Vinton, John. “Sonata.” Lkd. Encarta Online Deluxe Homepage at “Sonata”.
<http://encarta.msn.com/encarta/default.asp> (29 July 1999).
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APPENDIX. WORKS AND WRITINGS

I. Ballet / Stage Music
Labyrinths (1971)
Duration: 35'
Ballet by Vasilyev in 5 episodes for Chamber Orchestra
3perc.hpd.cel/str(3.3.3.3.1)
Premiere: 1st Episode Only Performed Moscow, 1972; First Complete Performance,
Leningrad, June 7, 1978
Der Gelbe Klang (The Yellow Sound) (1973-4)
Duration: 35’
Scenic Composition for Pantomime, Instrumental Ensemble, Soprano Solo, Mixed
Chorus on Tape
cl.tpt.tbn.3perc.hpd.cel.2pf.org(ionika).egtr.bgtr.vn.db
Libretto by Vasily Kandinsky
Premiere: Saint Bomme, France, 1974
Endstation Sehnstucht (1983)
Ballet by Neumeier after Williams’ A Streetcar Named Desire in 2 Acts
Music by Prokofiev and Schnittke: from Symphony No. 1
Premiere: Stuttgart, December 3, 1983
Sketches (1985)
Ballet (Choreographic Fantasia) by Petrov after a Theme by Gogol in 1 Act
1(pic).1(ca).2(Ebcl,bcl).2(cbn)/4331/5perc/hpd.cel.pf.eorg/str
Episodes 2-10 by Gennady Rozhdestvensky; episodes 1 and 11, Nevsky Prospekt and Long
Live Gogol! by Schnittke, Rozhdestvensky, Sofia Gubaidulina, and Edison Denisov
Orchestrated by Gennady Rozhdestvensky
Premiere: Moscow, January 16, 1985
Othello (1985)
Ballet in 2 Acts
Peer Gynt (1986)
Duration: 150'
Ballet by Neumeier, after Isben in 3 Acts
3(pic,afl).3(ca).3(Ebcl,bcl).3(cbn)/4441/4[+]perc/hp.hpd.cel.org.pf/str(12.10.8.6.5 players
max); SATB Chorus on Tape
Premiere: Hamburg, January 1989
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II. Opera
The Eleventh Commandment (1962)
Opera in 2 Acts
Churova, Ansimov, AS
Life with an Idiot (1990-1)
Duration: Full Eve
Opera in 2 Acts
Cast: Bar, col S, T, Bar, T, B; SATB Chorus (20-25)
1111/1111/timp.2[+]perc/hpd.cel.pf(1 player)/str
Satire of Lenin's Russia with Lenin as a Title-Role
Libretto (Russian) by Viktor Erofeyev
Premiere: Amsterdam, April 1992
Gesualdo (1993-4)
Duration: Full Eve
Opera in Prologue, 7 Scenes, and Epilogue
Cast: Bar, Mz, T, S, B, Bar, A, S, T, Bar, S, Mz, T, B, B, Silent Role; Madrigal Singers,
Musicians, Guests, Dancers, Hunters, Monks, Servants, and Maids
3(afl,pic).3(ca).3(Ebcl,bcl).3(cbn)/4431/5perc.mandolin.gtr.theorbo.hp.cel.hpd.org/str
Libretto (German) by Richard Bletschacher
Premiere: Vienna, May 26, 1995
Historia von D. Johann Fausten (1983-94)
Duration: Full Eve
Opera in Preface, 3 Acts, and Epilogue
Cast: B, C-T, A, T, T, 3Bar, B, B, 3Bar, T; Alto, Male, or Mixed Chorus; Silent Roles;
Ballet
3(pic,afl).3(ca).3(2Ebcl,asx,bcl,barsx).3(cbn)/4441/timp.5perc.hp.egtr.bgtr.cel.hpd.pf.org.2
syn/str
Old Instruments: Zwerchpfeife, Crumhorn, Lute, Zither
Libretto (German) by Jörg Morgener and Alfred Schnittke after Folk Legend (1587/97?)
Premiere: Hamburg, June 22, 1995

III. Orchestral Music
Poem about Cosmos (1960)
No Other Information Available
Suite for Children (1962)
For Small Orchestra
In 6 Movements
Premiere: Moscow, 1962
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Variations on a Theme from the Sixteenth Symphony by Myaskovsky (1966)
No Other Information Available
Pianissimo (1968)
Duration: 9'
2111/1111/4perc/hp.hpd.cel.2pf.egtr/str
Premiere: Donaueschingen, October 19, 1969
Symphony No. 1 (1969-72)
Duration: 60'
4(2pic).4(ca).4(Ebcl,bcl).ssx+asx+tsx.3+cbn/4661/timp.perc/2hp.pf.hpd.cel.org.egtr/str(12.
12.8.8.8)/tp
In 4 Movements
Premiere: Gorky, February 9, 1974
Recorded: Melodiya
In Memoriam (1972-8)
Orchestral Version of Piano Quintet
Premiere: Moscow, December 20, 1979
Symphony No. 2, St. Florian (1979)
Duration: 55'
For Soloists, Chamber Chorus, and Orchestra (Latin text)
S.C-T.T.B Chorus; 4(2pic,2afl).4(obda,ca).4(Ebcl,bcl).4(cbn)/4441/timp.5perc/2hp.hpd.
cel.pf.org.egtr.bgtr/str(12.12.8.8.8)
In 6 Movements
Premiere: London, April 23, 1980
Recorded: Melodiya C 10 23085 00
Passacaglia (1979-80)
Duration: 20'
4444/6441/timp.3perc/2hp.hpd.pf/str(16.14.12.10.8)
Premiere: Baden-Baden, November 8, 1981
Gogol Suite (1980)
Duration: 37'
Suite from Incidental Music to Production of The Dead Souls Register (or The Tale of the
Inspector?)
Orchestrated by Gennady Rozhdestvensky
1111/2111/timp.3perc/hpd.cel.org.pf.egtr.bgtr/str
In 8 Movements
Premiere: London, December 5, 1980
Recorded: Melodiya C 10 15262 2
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Symphony No. 3 (1981)
In 4 Movements
Premiere: Leipzig, November 5, 1981
Recorded: Melodiya
Symphony No. 4 (1984)
Duration: 41'
Soloists or Choir, Piano, and Chamber or Full Orchestra
1(afl).111/1110/4perc; Soprano, Alto or Counter-Tenor, Tenor, Bass
In a Single Movement
Also Version with Alto or Counter-Tenor, Tenor, SATB Chorus
Publisher: CDM
Premiere: Chamber Version, Moscow, March 16, 1986; 2nd Version, Moscow, April 12,
1984
Recorded: Melodiya
Ritual (1984-5)
Duration: 8'
In Memory of the Victims of the Second World War
3(pic).3(ca).2+bcl.2+cbn/4441/perc/hp.hpd.cel.pf.org/str
Premiere: Novosibirsk, March 15, 1985
(K)ein Sommernachtstraum (1985)
Duration: 10'
Not after Shakespeare
4(4pic).44(bcl).2/4441/4[+]perc/hp.hpd.cel.pf/str(16.12.10.7[+].7)
Premiere: Salzburg, August 1985
Epilogue from Peer Gynt (1987)
Duration: 30'
3(pic).3(ca).3(Ebcl,bcl).2+cbn/4441/timp.perc/hp.hpd.cel.pf(org)/str(12.10.8.6.5)/
tp[SATB choir]
Premiere: Hamburg, April 27, 1987
Trio-Sonata for Chamber Orchestra (1987)
Duration: 25'
cbn, str
Version of String Trio
Premiere: Moscow, May 13, 1987
Four Aphorisms for Chamber Orchestra (1988)
Duration: 10'
112(bcl).1/2110/timp.2perc/hpd.cel.pf/str(1.1.1.1.1)
In 4 Movements
Premiere: Berlin, September 18, 1988
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Symphony No. 5 (1988)
See under Concerto Grosso No. 4 / Symphony No. 5
Symphony No. 6 (1993)
Duration: 40'
3(2pic).3(ca).3(Ebcl,bcl).3(cbn)/2perc/hp.pf/str(12.12.10.8.6)
Hommage a Grieg (1993)
Duration: 7-10'
2(pic).32+Ebcl.0/4330/perc/hp.pf/str; solo violin
From Music to Act II of the Ballet, Peer Gynt
Dead Souls Suite (1993)
No Other Information Available
Symphony No. 7 (1993)
Duration: 23'
3(pic,afl).3(ca).3(Ebcn,bcl).3(cbn)/4.3.3.1/2perc/hp.cel.pf; violin solo, str(12.12.10.8.6)
Symphony No. 8 (1993-4)
Duration: 30'
2222/4441/timp.3perc/cel.pf/str
Symphonic Prelude (1994)
Duration: 15'
4333/4431/timp.4perc/hp.pf/str
For Liverpool (1994)
Duration: 15'
3333/4331/timp.3perc/hp.pf.syn.egtr.bgtr/str
Symphony No. 9 (1996-7)
No Other Information Available

IV. Music for Solo Instrument(s) and Orchestra
Concerto No. 1 for Violin and Orchestra (1957/1962, Revised)
Duration: 40'
Violin; 3232/4200/timp.perc/hp.cel.pf/str
In 4 Movements
2nd Movement, Presto, May Be Omitted
Premiere: Moscow, November 29, 1963
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Concerto for Piano and Orchestra (1960)
Duration: 25'
Piano; 2+pic.23(Ebcl,bcl).2/4331/timp.perc/str
Premiere: Moscow, 1960
Music for Piano and Chamber Orchestra (1964)
Duration: 20'
Piano; 111(bcl).0/1100/1perc/str(1.1.1.1.1)
In 4 Movements
Premiere: Warsaw, September 1965
Concerto No. 2 for Violin and Chamber Orchestra (1966)
Duration: 20'
Violin; 1111/1110/2perc/pf/str(12)
Premiere: Leningrad, February 20, 1968
Recorded: Melodiya Eurodisc 27 393 XGK; Philips 411 107 1
Sonata for Violin and Chamber Orchestra (1968)
Duration: 20'
Violin; hpd; str(4.4.3.3.1)
Arrangement of Sonata No. 1 for Violin and Piano
Premiere: Moscow, February 5, 1986
Double Concerto for Oboe, Harp, and Strings (1971)
Duration: 16'
str(3.3.3.2.1 players min)
In a Single Movement
Premiere: Zagreb, May 1972
Recorded: BIS CD 377
Suite in the Old Style for Violin and Chamber Orchestra (1972)
Duration: 23'
Violin; str
Arrangement of Suite in the Old Style for Violin and Piano
Arranged by Spivakov/Milman
Concerto Grosso No. 1 (1977)
Duration: 25'
2 Violins; hpd.prpf.str(6.6.4.4.1)
In 6 Movements
Premiere: Leningrad, March 21, 1977
Recorded: Melodiya C 10 21225 004; Melodiya Eurodisc S 10 13135 6; BIS CD 377
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Concerto No. 3 for Violin and Chamber Orchestra (1978)
Duration: 28'
Violin; 2(pic).1+ca.3(Ebcl,bcl).1+cbn/2110/str(1.0.1.1.1)
In 3 Movements
Premiere: Moscow, January 27, 1979
Recorded: Eurodisc 201234 405; Melodiya C 10 15681 000
Concerto for Piano and Strings (1979)
Duration: 28'
Piano; str(12.12.8.8.4)
In a Single Movement
Premiere: Leningrad, December 10, 1979
Recorded: Panton 8 111 0496 ZA; Melodiya C 10 228 45 004; BIS CD 377
Concerto Grosso No. 2 (1981-2)
Duration: 35'
Violin, Cello; 3(pic).3(ca).3(bcl).3(cbn)/4441/timp.3perc/pf.hpd.cel.egtr.bgtr/str
In 4 Movements
Premiere: Berlin, September 11, 1982
Recorded: Melodiya
Concerto No. 4 for Violin and Orchestra (1984)
Duration: 35'
Violin; 32+ca.2+bcl.asx.2+cbn/4441/timp.perc/hp.hpd.cel.prpf/str
In 4 Movements
Premiere: Berlin, September 1984
Concerto Grosso No. 3 (1985)
For 2 Violins; Chamber Orchestra
hpd.cel.pf.str(14)
In 5 Movements
Premiere: Moscow, April 20, 1985
Concerto for Viola and Orchestra (1985)
Duration: 35'
Viola; 3(pic,afl).3(ca).3(Ebcl,bcl).3(cbn)/4441/timp.perc/hp.hpd.cel.pf/str(0.0.8.8.8)
In 3 Movements
Premiere: Amsterdam, January 9, 1986
Concerto No. 1 for Cello and Orchestra (1985-6)
Duration: 40'
Cello; 32+ca.2+bcl.2+cbn/4441/timp.perc/hp.cel.pf/str(12.12.11.10.8)
In 4 Movements
Premiere: Munich, May 7, 1986
Recorded: Melodiya
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Quasi una Sonata for Violin and Chamber Orchestra (1987)
Duration: 20'
Violin; 2222/2000/hpd.pf/str(5.4.3.3.1)
Orchestral Version of Sonata No. 2 for Violin and Piano
Premiere: Milan, June 10, 1987
Concerto Grosso No. 4 / Symphony No. 5 (1988)
Duration: 40'
Violin, Oboe, and Orchestra
3333/4441/6perc/hp.2hpd.cel.pf/str
In 4 Movements
Premiere: Amsterdam, November 10, 1988
Concerto for Piano 4-Hands and Chamber Orchestra (1988)
Duration: 23'
2 Pianists; 1111/1111/timp.3perc/str
In a Single Movement
Premiere: Moscow, April 18, 1990
Monologue for Viola and String Orchestra (1989)
Duration: 18'
Viola; str
Premiere: Bonn, June 4, 1989
Concerto No. 2 for Cello and Orchestra (1990)
Duration: 35'
Cello; 3333/4441/timp.perc/hp.hpd.cel.pf/str
Premiere: Evian, France, May 27, 1990
Sutartines for Percussion, Organ, and String Orchestra (1991)
Duration: 4'
Concerto Grosso No. 5 (1991)
Duration: 26'
Violin; 3333/4441/timp.perc/hp.hpd.cel.pf(offstage)/str
Concerto Grosso No. 6 (1993)
Piano, Violin; Chamber Orchestra
Concerto for Three (Triple Concerto) (1994)
Duration: 20'
Violin, Viola, Cello; String Orchestra, Piano
Concerto for Viola and Small Orchestra (1997)
No Other Information Available

67

V. Choral Music
Nagasaki (1958)
Sofronov, Fere, Eisaku, Toson
Oratorio for Mezzo-Soprano, SATB Chorus, Orchestra
In 5 Movements
Premiere: Moscow, 1959
Songs for War and Peace (1959)
Cantata for Soprano, SATB Chorus, Orchestra
In 4 Movements
Leontiev, Pokrovsky, Modern Russian Folk Songs
Premiere: Moscow, 1960
Requiem (1975)
Duration: 35'
For Soloists, Mixed Chorus, and Instrumental Ensemble
3S, A, T; SATB choir; tpt.tbn.perc.cel.org.pf.egtr.bgtr
In 14 Movements
From the Stage Music to Friedrich Schiller's Drama Don Carlos (Latin Text)
Premiere: Budapest, Autumn 1977
Der Sonnengesang des Franz von Assisi (1976)
Duration: 8'
On Text by St. Francesco d'Assisi (German)
For 2 Mixed Choruses; timp.tam.vib.bells.cel.org
Minnesang (1980-81)
Duration: 13'
For 52 Voices on Texts by 12th- and 13th-Century Minnesingers
18 Sopranos, 12 Altos, 10 Tenors, 12 Basses
Premiere: Graz, Austria, October 21, 1981
Recorded: ORF 0120 618
Seid Nüchtern und Wachet..., Cantata (1983)
Duration: 35'
For Soloists, Mixed Chorus, and Orchestra
Contralto, Counter-Tenor, Tenor, Bass, SATB Chorus;
33(ca).3(Ebcl,bcl).asx.barsx.3(cbn)/4441/perc/hpd.cel.pf.org.egtr.bgtr/str
Text (German) from Historia von D. Johann Fausten
Premiere: Vienna, June 19, 1983
Three Choruses (1984)
For Mixed Chorus
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Concerto for Mixed Chorus (1984-5)
Duration: 47'
Verses by Grigor Narekatsi from Book of Mournful Songs (Russian)
For Unaccompanied Mixed Chorus
Premiere: 3rd Movement Only, Istanbul, July 14, 1984; First Complete Performance,
Moscow, 1986
Penitential Psalms (1987)
For Mixed Chorus
Psalms Based on Eleven Sixteenth-Century Poems Written by Unknown Monks
Commissioned as a Work for a Ceremony Commemorating 1,000 Years of Christianity in
Russia
Premier: Moscow, December 1988
Busslieder (Psalms of Repentance) (1988)
For 4-Part Mixed Chorus a Cappella
In 12 Movements
Premiere: Moscow, December 26, 1988
Erffnungsvers zum Ersten Festspielsonntag (1989)
For 4-Part Mixed Chorus and Organ
Premiere: Lockenhaus, July 2, 1989
Festive Cantus for the Sixtieth Birthday of Gennady Rozhdestvensky (1991)
For Violin, Piano, Mixed Chorus, and Orchestra
Same as Solemn Canto?
Agnus Dei (1992)
For Two Sopranos, Female Chorus, and Chamber Orchestra
Communio II, from Requiem of Reconciliation (1995)
Duration: 5'
Mixed Chorus: 0.ca.20/4000/glock.mba.tam/str(8.8.8.8.3)
With Gennady Rozhdestvensky (Latin)
Lux Aeterna (1994)
For Mixed Chorus and Orchestra
Orchestrated by Gennady Rozhdestvensky

VI. Vocal Music
Three Poems by Marina Tsvetayeva (1965/1972 Revised?)
Duration: 10'
For Mezzo-Soprano and Piano (Russian)
Premiere: Moscow, 1966
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Voices of Nature (1972)
Duration: 8'
For 10 Female Voices and Vibraphone (No Text)
Premiere: Moscow, Spring 1975
Eight Songs (1975)
For Baritone and Piano
Magdalina (1977)
For Voice and Piano
Three Madrigals (1980)
Duration: 8'
On Poems by Francisco Tanzer (French, German, English)
Soprano; vib.hpd.vn.va.db
Premiere: Moscow, November 10, 1980
Recorded: Melodiya C 10 18403 4; ORF 0120 618
Three Scenes (1980)
Duration: 17'
For Soprano and Ensemble (No Text)
Soprano; vib(6 players).bdm.cym(1-2 players).glock(or offstage vn/va and db)
Premiere: Moscow, 1981
Three Verses of Viktor Schnittke (1988)
For Baritone and Piano
Mutter (Mother) (1993)
Duration: 2'
Song for Mezzo Soprano and Piano
After a Story by Else Lasker-Schüler
Five Fragments on Paintings by Hieronymus Bosch (1994)
Duration: 20'
Tenor; 0000/0010/timp/hpd/vn and str
Text: Aeschylus (Translated by Johann Gustav Droysen) and Nicholaus Reusner
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VII. Instrumental / Chamber Music
Sonata No. 1 for Violin and Piano (1963)
Duration: 20'
In 3 Movements
See Also Sonata for Violin and Chamber Orchestra
Premiere: Spring 1964
Recorded: Melodiya C 10 15537 8; Chandos ABRD 1089; GOST K 28961 33 D 020372;
BIS CD 364; Chandos CHAN 8343; Sonora Products SO 22579
Dialogue for Cello and 7 Instruments (1965)
Duration: 18'
Cello; fl.ob.ca.cl.tpt.perc.pf
Premiere: Warsaw, September 1967
String Quartet No. 1 (1966)
Duration: 20'
In 3 Movements
Premiere: Moscow, 1967
Recorded: Melodiya Eurodisc 27 393XGX
Sonata No. 2, Quasi una Sonata, for Violin and Piano (1968)
Duration: 20'
In a Single Movement
See Also Quasi una Sonata for Violin and Chamber Orchestra
Premiere: Kazan, February 1969
Recorded: Philips 6514 102; Sonora Products SO 22579
Serenade (1968)
Duration: 12'
For Clarinet, Percussion, Piano, Violin, and Double Bass
Premiere: Moscow, Spring 1969
Canon in Memoriam Igor Stravinsky (1971)
Duration: 4'
For String Quartet
Premiere: London, 1971
Recorded: Orfeo S 009 844
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Suite in the Old Style (1972)
Duration: 23'
For Violin and Piano or Harpsichord
In 5 Movements
See Also Suite in the Old Style for Violin and Chamber Orchestra
Premiere: Moscow, 1973
Recorded: Melodiya 33 C 10 09937 8; Melodiya 33 C 10 08673 4; Melodiya C 10 202 23
005; Chandos ABRD 1089; Chandos CHAN 8343; Sonora Products SO 22579
Gratulationsrondo (Greeting Rondo) in C Major for Violin and Piano (1974)
No other information available
Cantus Perpetuus (1975)
Duration: Ad Libitum
For Keyboard Instrument and 1-4 Percussionists
Premiere: Moscow, December 14, 1975
Prelude in Memoriam Dmitri Shostakovich (1975)
Duration: 10'
For 2 Violins or Violin and Magnetic Tape
Premiere: December 1975
Recorded: Victor 2064; Philips 6504 102; Melodiya / Le Chant du Monde LDX 78675;
Melodiya Eurodisc 28752 KK
Piano Quintet (1972-6)
In 5 Movements
Premiere: September 1976
Recorded: Melodiya Eurodisc 28384 KK; Philips 411 107 1; Le Chant du Monde LDX
78675
Moz-Art (1975)
For Chamber
fl.cl.3vn.va.vc.db.org.perc
Moz-Art (1976)
Duration: 8'
After Sketches by Mozart, K. 416d
For 2 Violins
Premiere: Vienna, February 1976
Recorded: Melodiya Eurodisc 200 083 405; Melodiya / Le Chant du Monde LDX 786 75;
Melodiya C 10 18173 74
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Moz-Art a la Haydn (1977)
Duration: 8'
Play on Music for 2 Violins, 2 String Quintets, Double Bass, and Conductor
2 String Orchestras (3.0.1.1.0 each)
Premiere: Tbilisi, December 30, 1983
Sonata No. 1 for Cello and Piano (1978)
Duration: 21'
In 3 Movements
Premiere: Moscow, January 1979
Recorded: Melodiya C 10 18359 60; Melodiya C 10 19237 38; BIS CD 336
Stille Nacht (Silent Night) (1978)
Duration: 4’
For Violin and Piano
Arrangement of a German Christmas Carol
Premiere: Leningrad, January 1978
Recorded: Eurodisc 201264 366
Hymns I-IV for Cello and Instruments (1974-9)
I: for Cello, Harp, and Timpani (1974)
Duration: 10'
II: for Cello and Double Bass (1974)
Duration: 8'
III: for Cello, Bassoon, Harpsichord, and Bells or Timpani (1974)
Duration: 4'
IV: for Cello, Double Bass, Bassoon, Harpsichord, Harp, Timpani, and Bells with
2 Performers (1974-9)
Duration: 5'
Premiere: Moscow, May 26, 1979
Recorded: Opus 9111 1277 (III, IV)
Stille Musik (Peaceful Music) for Violin and Cello (1979)
Duration: 5'
Premiere: Paris, 1979
Polyphonic Tango for Chamber Ensemble (1979)
Duration: 5'
1111/1110/2perc/pf/str(1.1.1.1.1)
Premiere: Moscow, September 15, 1979
String Quartet No. 2 (1980)
Duration: 20'
In 4 Movements
Premiere: Evian, France, May 1980
Recorded: Preciosa Aulos 68 508
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Moz-Art (1980)
Duration: 10'
ob.hpd.hp.vn.vc.db
Version for Ensemble
Premiere: Lockenhaus, July 1981
Septet (1981-2)
Duration: 15'
For fl.2cl.hpd[=org].vn.va.vc
Premiere: Moscow, November 14, 1982
Lebenslauf (Course of Life) (1982)
Duration: 12'
For 4 Metronomes, 3 Percussionists, and Piano
Premiere: Witten, April 25, 1982
A Paganini for Violin Solo (1982)
Duration: 10'
Premiere: Leningrad, September 29, 1982
Recorded: Melodiya C 10 21869 001; Deutsche Grammophon 415 484 1; DG 415 484 2;
Sonora Products SO 22579
Schall und Hall (1983)
Duration: 8'
For Trombone and Organ
Premiere: Moscow, May 22, 1983
String Quartet No. 3 (1983)
Duration: 15'
In 3 Movements
Premiere: Moscow, January 8, 1984
Polka (1984)
For Violin and Piano
String Trio (1985)
Duration: 25'
For Violin, Viola, and Cello
In 2 Movements
See Also Trio-Sonata for Chamber Orchestra and Piano Trio
Premiere: Moscow, June 2, 1985
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Music to an Imaginary Play (1985)
Duration: 10'
4fl(pic).tpt.tbn. perc(vibraphone).pf(2 or 4 hands).vn.db
In 3 Movements
Premiere: Moscow, November 7, 1985
Suite in the Old Style (1986)
For Viola d’Amour and Chamber Ensemble
Piano Quartet in A Minor, after Mahler Fragment (1988)
Duration: 8'
vn.va.vc.pf
Premiere: Kuhmo, July 29, 1988
Klingende Buchstaben (Sonorous Letters) (1988)
Duration: 6'
For Cello
Premiere: Moscow, December 28, 1988
3 x 7 (1989)
Duration: 3'
For Clarinet, Horn, Trombone, Harpsichord, Violin, Cello, Double Bass
Premiere: Witten, April 22, 1989
String Quartet No. 4 (1989)
Duration: 35'
Premiere: Vienna, October 21, 1989
Moz-Art a la Mozart (1990)
Duration: 8'
For 8 Flutes, Harp
Premiere: Salzburg, August 2, 1990
Madrigal in Memoriam Oleg Kagan (1991)
For Violin Solo
Also Version for Cello Solo
Madrigal in Memoriam Oleg Kagan (1991)
For Cello Solo
Also Version for Violin Solo
For the Ninetieth Birthday of Alfred Schlee (1991)
Duration: 5-7'
For Viola Solo
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Piano Trio (1992)
Duration: 25'
Arrangement of String Trio
Musica Nostalgica (1992)
For Cello and Piano
Epilogue from Peer Gynt (1993)
For Cello, Piano, and Tape
Improvisation (1993)
For Cello Solo
Sonata No. 2 for Cello and Piano (1994)
Duration: 15'
Quartet for 4 Percussionists (1994)
Duration: 5'
glock.bells.vib.mba
Sonata No. 3 for Violin and Piano (1994)
Duration: 12'
Minuet (1994)
For Violin, Viola, and Cello
Variations for String Quartet (1997)
No Other Information Available

VIII. Keyboard Music
Six Children’s Pieces (1962-3)
For Piano
Prelude and Fugue (1963)
Duration: 8'
For Piano
Premiere: Moscow, 1965
Recorded: Chandos 9704
Improvisation and Fugue (1965)
Duration: 7'
For Piano
Premiere: Moscow, April 1973
Recorded: Panton 77 07 30; Chandos 9704
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Variations of One Chord (1965)
Duration: 5'
For Piano
Premiere: Moscow, 1966
Recorded: Chandos 9704
Four Pieces (1971)
Duration: 3’
For Piano
Folk Tune, In the Mountains, Cuckoo and Woodpecker, Tune
Premiere: Moscow, December 1971
Recorded: Chandos 9704
In Memoriam Igor Stravinsky, Sergei Prokofiev, and Dmitri Shostakovich (1979)
Duration: 7'
For Piano 6-Hands
Based on Chinese March from The Nightingale, Humoresque Scherzo and Polka from The
Age of Gold
Premiere: Moscow, December 28, 1979
Recorded: Melodiya C 10 15262 2
Two Short Pieces (1980)
Duration: 8'
For Organ
Premiere: Vienna, 1980
The Revisionist’s Tale (1981)
Transcription of Five Movements of the Gogol Suite
For Two Pianos
Recorded: Sonora Products SO 22566
Sonata No. 1 (1987)
Duration: 22'
For Piano
In 4 Movements
Premiere: Vladimir Feltsman, New York City, May 22, 1988
Three Fragments (1990)
Duration: 4'
For Harpsichord
Premiere: Hamburg, June 14, 1990
Five Aphorisms after Joseph Brodsky (1990)
Duration: 17'
For Piano and Reader
Recorded: Chandos 9704
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Sonata No. 2 (1990)
Duration: 18'
For Piano
In 3 Movements
Premiere: Irina Schnittke, Moscow, 1990
Recorded: Chandos 9704
Sonata No. 3 (1992)
Duration: 10'
For Piano
In 4 Movements
Premiere: Justus Frantz, Haseldorf, Germany, August 11, 1994
Recorded: Chandos 9704
Sonatina (1994)
For Piano

IX. Electronic Music
Potok (Stream) (1969)
No Other Information Available

X. Adaptation / Transcription
Charleston (1965)
Score to Film Adventures of a Dentist
For Light Music Ensemble (Stage Orchestra / Jazz Ensemble)
Two Fragments (1976)
For Small Orchestra
From Score to Film How Tsar Peter Got the Black Man Married
Dmitri Shostakovich’s Five Preludes for Piano (1976)
1 and 2 Transcribed for Small Orchestra
Scott Joplin’s Ragtime (1984)
Orchestrated
Premiere: Moscow, December 1, 1984
Friedrich Nietzsche’s Beschworung (Incantation) (1984)
Orchestrated
Premiere: Moscow, February 17, 1984
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Adolf Jensen’s Serenade (1984)
Orchestrated
Premiere: Moscow, February 17, 1984
Alban Berg’s Canon: An das Frankfurter Opernhaus (1985)
Duration: 4'
Arranged for 9 Strings
Also Version for Violin Solo and Strings
Premiere: Moscow, April 2, 1985
Alban Berg’s Canon: An das Frankfurter Opernhaus (1987)
Arranged for Violin Solo and 9 Strings
Also Version for 9 Strings

XI. Cadenza
Cadenza to Mozart's Piano Concerto in C Minor, K. 491 (1975)
Recorded: Melodiya C 10 14751
Cadenza to Beethoven's Violin Concerto in D Major, Op. 61 (1975-7)
Recorded: Philips 65 14 075
Three Cadenzas to Mozart's Piano Concerto in C Major, K. 467 (1980)
Cadenza to Mozart's Piano Concerto in C Major, K. 503 (1983)
Two Cadenzas to Mozart's Bassoon Concerto in B-flat Major, K. 191 (1983)
Cadenza to Mozart’s Piano Concerto in B Major, K.39 (1990)

XII. Theatre Music
Caesar and Cleopatra
G. Bernard Shaw
Don Carlos
Friedrich Schiller
Boris Godunov
Alexander Pushkin
Turandot
Bertold Brecht
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A Duck Shooting Party
Alexander Vampilov
The Dead Souls Register
Nikolaj Gogol
The Rose and the Cross
Aleksandr Blok
Mayakovsky's Debut
Aleksandr Blok

XIII. Film Music
Introduction (1962)
Aim the Barrage at Us (1963-4)
Adventures of a Dentist (1965)
See Also Charleston under Adaptation / Transcription
Just a Little Joke (1966)
Day Stars (1966)
The Commissar / In the Town of Berdichev (1967/1986)
House and Owner (1967)
The Angel / The Commissar (1968)
The Sixth of July (1968)
The Glass Accordion (1968)
Used Cartridge Cases (1968)
The Night Call (1968)
The Waltz (1969)
Sick at Heart (1969)
A Ballerina Aboard (1969)
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Uncle Vanya (1970)
Sport, Sport, Sport (1970)
The Seagull (1970)
Our Gargarin (1971)
The Last Run of the Albatross (1971)
You and Me (1971)
A Cottage in Kolomna (1971)
The Wardrobe (1971)
Where the Arbat Crosses Bubulinas Street (1972)
Chile Fights and Hopes (1972)
Cheer Up, the Worst Is Yet to Come (1972)
The Butterfly (1972)
Hot Snow (1972)
The Right to Jump (1972)
In Fableworld (1973)
Cities and Years (1973)
The Arduous Roads of Peace / The Balance of Terror (1973)
The World Today / And Yet I Believe (1972-4)
The Agony of Death (1973-4)
Selecting a Target (1974)
Autumn (1974)
Ricky-Ticky-Tavi (1975)
Travka's Adventures (1975)

81

The White Steamer (1975)
The Legend on How Tsar Peter Got the Black Man Married (1976)
See Also Two Fragments under Adaptation / Transcription
The Life Story of an Unknown Actor (1976)
Lion-Trainers (1976)
Clowns and Kids (1976)
The Ascent (1976)
Father Sergei (1978)
My Memories Take Me to You (1978)
Paradoxes of Evolution (1979)
Little Tragedies (1979)
The Plane Crew (1980)
I Am with You Again (1980)
The Leave-Taking (1980)
Co-written with Artyomov
Larisa (1980)
The Fantasies of Faryatev (1981)
Eugene Onegin (1981)
Sturdy Boy (1981)
Autumn (1982)
A Fairy Tale of Travels (1982)
Meteoric Shower / Star Fall (1983)
Dead Souls (1983)
The White Poodle (1984)
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The Last Days of St. Petersburg (1992)

XIV. Miscellaneous
Hommage to Dr. Zhivago (1993)
No Other Information Available
Little Tragedies (?)
No Other Information Available

XV. Publication
Notes on the Orchestral Polyphony in Dmitri Shostakovich's Fourth Symphony
Muzyka i Sovremennost (Music and the Present Age): 4 (1966)
Some Features of the Orchestral Harmonisation [Harmonization] of Themes in Dmitri
Shostakovich's Symphonic Works
Dmitri Shostakovich: Moscow (1967)
The Orchestral Harmonisation [Harmonization] of Themes in the Early Works of
Stravinsky
Muzyka i Sovremennost: 5 (1967)
Edison Denisov
Res Facta: 6 (1972)
Paradoxicality as a Feature of Stravinsky's Musicallogic
I. F. Stravinsky: Moscow (1973)
Collage and Polystylistics
Muzykalniye Kultury Narodov: Traditsii i Sovremennost (Musical Culture of Different
Peoples: Tradition and the Present Age) (1973)
Special Features of Sergey Prokofiev's Orchestral Harmonisation [Harmonization] of
Themes
Muzyka i Sovremennost: 8 (1974)
Circles of Influence
Dmitri Shostakovich: Moscow (1976)
Embodying a New Idea
Problemy Traditsii i Novatoorstva v Sovremennooi Muzyke (Problems of Tradition and
Innovation in Modern Music) (1982)
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XVI. Manuscript
Overcoming Metre by Rhythm
Ligeti's Orchestral Micropolyphony
Stereophonic Tendencies in Modern Orchestral Thinking
Static Form: A New Conception of Time
The Third Movement of Luciano Berio's Sinfonia: Stylistic Counterpoint, Thematic and
Formal Unity in the Context of Polystylistics - Expansion of the Concept of Theme
Klangfarbenmelodie
Infinitely Interlocking Timbre Ties in a Fugue (Ricercata) by Bach-Webern
Timbre Modulations in Bartók's Music for Strings, Percussion, and Celeste
Timbre Affinity and Its Functional Utilisation [Utilization]; Timbre Scale
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